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ﺍﻟﻤﻠﺨﺹ

ﺘﻬﺩﻑ ﻫﺫﻩ ﺍﻟﺩﺭﺍﺴﺔ ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻓﻲ ﺤﻜﺎﻴﺔ ﻤﻥ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ،

ﻭﻫﻲ ﺤﻜﺎﻴﺔ "ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ"؛ ﻟﻤﺎ ﻟﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻤﻥ

ﺍﻟﺘﻌﺭﻑ ﺇﻟﻰ
ﺃﻫﻤﻴّﺔ ﻜﺒﻴﺭﺓ ﻓﻲ ﺍﻟﻭﻗﻭﻑ ﻋﻠﻰ ﻁﺭﺍﺌﻕ ﺒﻨﺎﺀ ﺍﻟﺤﻜﺎﻴﺔ ﻭﻜﻴﻔﻴّﺔ ﺼﻴﺎﻏﺘﻬﺎ ،ﻓﻴﻤﻜّﻥ ﻤﻥ
ّ
ّ
ﺴﺭﺩﻴﺘﻬﺎ ﻭﺇﻟﻰ ﺃﺩﺒﻴﺘﻬﺎ.
ﺘﺴﺘﻨﻴﺭ ﺍﻟﺩﺭﺍﺴﺔ ﺒﻤﻨﺎﻫﺞ ﺍﻟﺴﺭﺩ ﻓﻲ ﻤﻘﺎﺭﺒﺔ ﺨﻁﺎﺏ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﻤﺩﺭﻭﺴﺔ ،ﺤﻴﺙ ﺩﺭﺴﺕ

ﺍﻟﺤﻜﺎﻴﺔ ﻭﻓﻕ ﻤﻘﻭﻻﺕ ﺜﻼﺙ ،ﻭﻫﻲ ﻤﻜﻭﻨﺎﺕ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺘﻲ ﻴﺸﺘﻐﻝ ﻋﻠﻴﻬﺎ ﺍﻟﺴﺭﺩﻴﻭﻥ ﻋﺎﻤﺔ:

 -1ﺍﻟﺯﻤﻥ ﺍﻟﺴﺭﺩﻱ :ﻭﻓﻴﻪ ﺩﺭﺴﻨﺎ ﺍﻟﻌﻼﻗﺎﺕ ﺍﻟﻘﺎﺌﻤﺔ ﺒﻴﻥ ﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺯﻤﻥ ﺍﻟﺨﻁﺎﺏ ،ﺍﻟﺘﻲ
ﺘﺘﺠﻠﻰ ﻓﻲ )ﺍﻟﺘﺭﺘﻴﺏ ﺍﻟﺯﻤﻨﻲ ،ﻭﺇﻴﻘﺎﻉ ﺍﻟﺴﺭﺩ ،ﻭﺍﻟﺘﻭﺍﺘﺭ(.

 -2ﺍﻟﺼﻴﻐﺔ :ﻭﺩﺭﺴﻨﺎ ﻓﻴﻬﺎ ﺍﻷﺴﺎﻟﻴﺏ ﺍﻟﺘﻲ ﺍﻋﺘﻤﺩﺘﻬﺎ ﺍﻟﺤﻜﺎﻴﺔ ﻓﻲ ﻨﻘﻝ ﺍﻷﻗﻭﺍﻝ ﻭﺍﻷﻓﻜﺎﺭ )ﺍﻟﺨﻁﺎﺏ
ﺍﻟﻤﺒﺎﺸﺭ ،ﻭﺍﻟﺨﻁﺎﺏ ﻏﻴﺭ ﺍﻟﻤﺒﺎﺸﺭ ،ﻭﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ(.

 -3ﺍﻟﺭﺅﻴﺔ :ﻭﺭﻜﺯﻨﺎ ﻓﻴﻬﺎ ﻋﻠﻰ ﺍﻟﻌﻼﻗﺔ ﺒﻴﻥ ﺍﻟﺭﺍﻭﻱ ﻭﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﻴﺭﻭﻴﻬﺎ ﻭﺍﻟﻤﺘﻠﻘﻲ ،ﻭﺍﻟﺯﺍﻭﻴﺔ
ﺍﻟﺘﻲ ﻤﻨﻬﺎ ﻴﺩﺭﻙ ﺍﻟﺤﻜﺎﻴﺔ.

ﻭﻗﺩ ﻤﻜﻨﻨﺎ ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﻤﺩﺭﻭﺴﺔ ﻤﻥ ﺍﻟﻭﺼﻭﻝ ﺇﻟﻰ ﻨﺘﺎﺌﺞ ﻋﺩﺓ ،ﻤﻨﻬﺎ

ﺃﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﻤﺩﺭﻭﺴﺔ ﺘﻘﻭﻡ ﻋﻠﻰ ﺍﻟﻤﺭﺍﻭﺤﺔ ﻓﻲ ﻅﻭﺍﻫﺭ ﺍﻟﺨﻁﺎﺏ ،ﻭﻫﺫﺍ ﻴﻌﻜﺱ ﺃﻥ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ
ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ﺃﺒﻌﺩ ﻤﺎ ﺘﻜﻭﻥ ﻋﻥ ﺍﻻﺭﺘﺠﺎﻝ ،ﻭﺇﻨﻤﺎ ﺼﺎﻏﻬﺎ ﺭﺍ ٍﻭ ﺸﻌﺒﻲ ﻤﺒﺩﻉ ﻗﺩﻴﺭ ﻴﻤﺴﻙ ﺒﺯﻤﺎﻡ

ﺍﻟﺴﺭﺩ ﻭﻴﻨﻡ ﻋﻥ ﺴﻁﻭﺘﻪ ﻭﻋﻥ ﺩﻭﺭﻩ ﻓﻲ ﺍﻟﺘﺼﺭﻑ ﻓﻲ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ ﻭﺼﻭﻏﻪ ﻓﻲ ﺨﻁﺎﺏ

ﻻ ﺸﻙ ﻓﻲ ﺃﻨﻪ ﻴﺴﻌﻰ ﻤﻥ ﺨﻼﻟﻪ ﺇﻟﻰ ﺘﺤﻘﻴﻕ ﻤﻘﺎﺼﺩ ﻤﺤﺩﺩﺓ ،ﻭﻫﻲ ﻨﻔﻲ ﻓﻜﺭﺓ ﺨﻴﺎﻨﺔ ﺍﻟﻤﺭﺃﺓ ﻟﺠﻌﻝ
ﺍﻟﻤﺘﻠﻘﻲ "ﺸﻬﺭﻴﺎﺭ" ﻴﻌﺩﻝ ﻋﻥ ﻗﺭﺍﺭﻩ ﺒﻘﺘﻝ ﺍﻟﻨﺴﺎﺀ.

ﺍﻟﻜﻠﻤﺎﺕ ﺍﻟﻤﻔﺘﺎﺤﻴﺔ :ﺍﻟﺨﻁﺎﺏ ،ﻭﺍﻟﺴﺭﺩ ،ﻭﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ.
ﺘﺎﺭﻴﺦ ﻗﺒﻭﻝ ﺍﻟﺒﺤﺙ ﻟﻠﻨﺸﺭ2014/5/27 :

ﺘﺎﺭﻴﺦ ﺍﺴﺘﻼﻡ ﺍﻟﺒﺤﺙ2014/2/6 :
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Analyzing the Narrative Discourse of One Thousand and One Nights
“Khalid Bin Abdullah and the Young Thief” as a Model
Abstract
This paper aims to analyze the narrative discourse in “Khalid Bin
Abdullah Al-Qasry and the Young Thief”, an anecdote that is included in One
Thousand and One Nights. Analyzing the anecdote's narrative discourse is of
critical importance in the process of exploring the methods utilized in structuring the story and designing its formal elements by way of coming to grips
with its narrative mode and aesthetic dimension.
The anecdote was studied in the light of narrative approaches that
utilize three discourse elements generally used by narrators, namely:
1. Time: through this element, I studied the existing relations between the
time of the story and the time of the discourse most manifest in sequential
time, the rhythm of the narrative and succession.
2. Style: through this element I underscored those approaches upon which the
story relied to communicate speech and thoughts, including direct and
non-direct discourse and narrated discourse.
3. Vision: through this I focused on the relation between the narrator and the
story he narrated, and the recipient and the angle through which s/he
perceived the story.
The discourse analysis I used in studying the above story yielded
many conclusions. It became obvious that the story utilized diversiﬁed
discourse aspects. That proves that the anecdotes in One Thousand and One
Nights cannot be said to have been based on improvisation; rather they were
woven by a popular creative narrator who was in control of the narrative. He
was also an authoritative narrator and capable of manipulating the narrative
content and developing a discourse through which he was able to attain specific objectives such as negating the idea of women's inﬁdelity. This negation
led the recipient, Shahrayar, to nullify his decision to kill women.
Key Words: Discourse, Narrative, One Thousand and One Nights.
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ﺍﻟﻤﻘﺩﻤﺔ:

ﻟﻡ ﻴﻨﻝ ﻜﺘﺎﺏ ،ﻤﻥ ﻜﺘﺏ ﺍﻟﺘﺭﺍﺙ ﺍﻷﺩﺒﻴﺔ ،ﺸﻬﺭﺓ ﻭﺍﻫﺘﻤﺎﻤﺎ ﻭﻨﻘﺩﺍ ﻭﺘﻘﺩﻴﺭﺍ ،ﻤﺜﻠﻤﺎ ﻨﺎﻟﻪ

ﻜﺘﺎﺏ "ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ"؛ ﻓﻘﺩ ﻁﺒﻊ ﻭﺘﺭﺠﻡ ﻤﺌﺎﺕ ﺍﻟﻤﺭﺍﺕ ،ﻭﺃﺜّﺭ ﻓﻲ ﻤﺨﺘﻠﻑ ﺍﻷﻨﻭﺍﻉ ﺍﻷﺩﺒﻴﺔ

ﻭﺍﻟﻔﻨﻴﺔ ﻤﻥ ﺸﻌﺭ ﻭﻗﺼﺔ ﻭﺭﻭﺍﻴﺔ ﻭﻤﺴﺭﺡ ﻭﺴﻴﻨﻤﺎ ﻭﺃﺩﺏ ﺃﻁﻔﺎﻝ ،ﻭﻗﺩﻤﺕ ﺤﻭﻟﻪ ﺩﺭﺍﺴﺎﺕ ﺃﺩﺒﻴﺔ
ﻭﻨﻘﺩﻴﺔ ﻜﺜﻴﺭﺓ ﺘﻨﻭﻋﺕ ﻤﻨﺎﻫﺠﻬﺎ ﺒﺎﺨﺘﻼﻑ ﺃﻫﺩﺍﻓﻬﺎ ﻭﺍﺨﺘﺼﺎﺼﻬﺎ.

ﻭﻤﻥ ﺨﻼﻝ ﺍﻁﻼﻋﻲ ﻋﻠﻰ ﺍﻟﺩﺭﺍﺴﺎﺕ ﺍﻟﺘﻲ ﺘﻨﺎﻭﻟﺕ ﻜﺘﺎﺏ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻭﺫﻟﻙ ﺤﺴﺏ

ﺍﻟﻤﺘﻭﻓﺭ ﻟﺩﻱ ،ﺘﺒﻴﻥ ﺃﻨﻬﺎ ﺘﺘﻭﺯﻉ ﻋﻠﻰ ﻤﺩﻯ ﺯﻤﻨﻲ ﻁﻭﻴﻝ ،ﻭﺘﻨﻘﺴـﻡ ،ﻭﻓﻕ ﺍﻟﻤﻨﻬﺞ ﺍﻟﺫﻱ ﺘﻌﺘﻤﺩﻩ،
ﺇﻟﻰ ﺃﻨﻭﺍﻉ ﺜﻼﺜﺔ :ﺍﻷﻭﻝ ﻴﺒﺤﺙ ﻓﻲ ﺠﺫﻭﺭﻩ ﺍﻟﺘﺎﺭﻴﺨﻴﺔ ،ﻭﺘﺴـﻤﻴﺘﻪ ،ﻭﺃﺼﻭﻟﻪ ،ﻭﻤﺼﺎﺩﺭﻩ ،ﻭﻜﻴﻔﻴﺔ

ﺠﻤﻌﻪ ،ﻭﻨﺴـﺨﻪ ،ﻭﻁﺒﻌﺎﺘﻪ ،ﻭﺘﺭﺠﻤﺘﻪ ،ﻭﺁﺭﺍﺀ ﺍﻟﻌﺭﺏ ﻭﺍﻟﻤﺴﺘﺸـﺭﻗﻴﻥ ﻓﻴﻬـﺎ ،ﻭﺍﻷﺜﺭ ﺍﻟﻬﻨﺩﻱ

ﻭﺍﻟﻔﺎﺭﺴـﻲ ﻭﺍﻟﻌﺭﺒـﻲ ﻓﻴﻪ) .(1ﺃﻤﺎ ﺍﻟﻨﻭﻉ ﺍﻟﺜﺎﻨﻲ ﻓﻘﺩ ﺍﻨﺼﺏ ﻋﻠـﻰ ﻤﻭﻀﻭﻋﺎﺕ ﻜﺘﺎﺏ ﺃﻟﻑ ﻟﻴﻠﺔ
ﻭﻟﻴﻠﺔ ،ﻤﻥ ﺤﻴﺎﺓ ﺍﺠﺘﻤﺎﻋﻴﺔ ﻭﺘﺎﺭﻴﺨﻴﺔ ﻭﺩﻴﻨﻴﺔ ﻭﺴﻴﺎﺴﻴﺔ ﻭﻋﺠﺎﺌﺒﻴﺔ) .(2ﻓﻲ ﺤﻴﻥ ﺘﻨﺎﻭﻝ ﺍﻟﻨﻭﻉ ﺍﻟﺜﺎﻟﺙ
ﺍﻟﻨﻭﺍﺤﻲ ﺍﻟﻔﻨﻴﺔ ﻭﺍﻟﺸـﻜﻠﻴﺔ ﻓـﻲ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﺒﺎﻋﺘﺒﺎﺭﻫﺎ ﻨﺼـﺎ ﺘﺨﻴﻴﻠﻴﺎ ،ﻭﺠﻤﻊ ﺒﻴﻥ

ﺍﻟﺘﺤﻠﻴﻝ ﻭﺍﻹﺒﺩﺍﻉ ﻟﻠﻭﺼﻭﻝ ﺇﻟﻰ ﻤﺩﻟﻭﻻﺘﻬﺎ ﻭﺃﺒﻌﺎﺩﻫﺎ ،ﺤﺴﺏ ﻁﺭﺍﺌﻘﻬﺎ ﺍﻟﺘﻌﺒﻴﺭﻴﺔ ﺍﻟﺘﻲ ﺘﻔﺼﺢ ﻋﻥ
ﺍﻟﻤﺴﻜﻭﺕ ﻋﻨﻪ ).(3

ﻭﻋﻠﻰ ﺍﻟﺭﻏﻡ ﻤﻥ ﺃﻫﻤﻴﺔ ﺍﻟﺩﺭﺍﺴﺎﺕ ﺍﻟﺘﻲ ﺘﻌﺘﻤﺩ ﺍﻟﻤﻨﻬﺠﻴﻥ ﺍﻟﺘﺎﺭﻴﺨﻲ ﻭﺍﻟﻤﻭﻀﻭﻋﺎﺘﻲ،

ﻓﺈﻨﻬﺎ ﻟﻡ ﺘﻨﻅﺭ ﺇﻟﻰ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ﺇﻻ ﻤﻥ ﻭﺠﻬﺔ ﺒﺭﺍﻨﻴﺔ ،ﻭﻟﻡ ﺘﺴﺒﺭ ﺃﻏﻭﺍﺭﻫﺎ ،ﻭﺠﺎﺀ ﺤﺩﻴﺜﻬﺎ ﻤﻌﻠﻘﺎ
ﺒﻴﻥ ﻜﺘﺎﺏ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻭﻤﻭﻀﻭﻋﺎﺘﻪ ﻭﺍﻟﺯﻤﺎﻥ ﻭﺍﻟﻤﻜﺎﻥ ﺍﻟﻠﺫﻴﻥ ﻜﺘﺒﺕ ﻓﻴﻬﻤﺎ ،ﻭﻏﻴﺭﻫﺎ ﻤﻥ

ﺍﻷﺴﺌﻠﺔ ﺍﻟﺘﻲ ﻟﻡ ﺘﻌﺩ ﺒﺘﻠﻙ ﺍﻷﻫﻤﻴﺔ ﻓﻲ ﺍﻟﺩﺭﺍﺴﺎﺕ ﺍﻷﺩﺒﻴﺔ ﺍﻟﺤﺩﻴﺜﺔ ﻭﺍﻟﻤﻌﺎﺼﺭﺓ .ﺃﻤﺎ ﺍﻟﺩﺭﺍﺴﺎﺕ
ﺍﻟﺘﻲ ﺍﻋﺘﻤﺩﺕ ﺍﻟﻤﻨﻬﺞ ﺍﻟﻔﻨﻲ ،ﻓﻘﺩ ﺍﻗﺘﺭﺒﺕ ﻤﻥ ﻤﺠﺎﻝ ﺍﻟﺒﺤﺙ ﺍﻷﺩﺒﻲ ،ﻏﻴﺭ ﺃﻨﻬﺎ ﻤﺎﺯﺍﻟﺕ ﻗﻠﻴﻠﺔ.

ﺤﺎﻭﻟﺕ ،ﺍﺴﺘﻨﺎﺩﺍ ﺇﻟﻰ ﻫﺫﻩ ﺍﻟﻤﻼﺤﻅﺔ ،ﺃﻥ ﺃﻗﺎﺭﺏ ﺍﻟﻤﻭﻀﻭﻉ ﻤﻥ ﺯﺍﻭﻴﺔ ﻤﺨﺼﻭﺼﺔ ﻗﺩ

ﺘﻜﻭﻥ ﺍﻷﻗﺭﺏ ﺇﻟﻰ ﺒﻴﺎﻥ ﺃﺩﺒﻴﺔ ﺍﻟﻨﺹ ﻭﺴﺭﺩﻴﺘﻪ ،ﻴﺘﻌﻠﻕ ﺍﻷﻤﺭ ﺒـ"ﺘﺤﻠﻴﻝ ﺍﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ" ﻓﻲ

"ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ،ﺩﻭﻥ ﺍﻟﺨﻭﺽ ﻓﻲ ﺘﺎﺭﻴﺨﻴﺔ ﺍﻟﻨﺹ ﺃﻭ ﻤﻭﻀﻭﻋﺎﺘﻪ ﺃﻭ ﻤﺼﺎﺩﺭﻩ ﺃﻭ ﺃﺼﻭﻟﻪ
ﻜﺘﺠﻝ ﺨﻁﺎﺒﻲ،
ﺃﻭ ﻜﻴﻔﻴﺔ ﺠﻤﻌﻪ؛ ﻷﻥ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻴﻘﻭﻡ ﺃﺴﺎﺴﺎ ﻋﻠﻰ ﺍﻟﺤﻜﻲ ﺍﻟﺫﻱ ﻴﺘﺤﺩﺩ
ٍّ

ﺴﻭﺍﺀ ﺍﺴﺘﺨﺩﻡ ﺍﻟﻠﻐﺔ ﺃﻭ ﻏﻴﺭﻫﺎ) ،(4ﻭ"ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ﻤﺘﻤﻴﺯﺓ ﺒﻁﺎﺒﻌﻬﺎ ﺍﻟﺤﻜﺎﺌﻲ.

ﻭﻴﻔﻴﺩ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴـﺭﺩﻱ ،ﻓﻲ ﺍﻷﺼﻝ ،ﺍﻟﻤﺒﻨﻰ ﺍﻟﺤﻜﺎﺌﻲ ﺍﻟﺫﻱ ﻗﺎﺒﻝ "ﺘﻭﻤﺎﺘﺸﻔﺴـﻜﻲ" ﺒﻴﻨﻪ
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ﻭﺒﻴﻥ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ ﻓﻲ ﺴﻴﺎﻕ ﺘﻌﺭﻴﻔﻪ ﻟﻠﻌﻤﻝ ﺍﻟﺤﻜﺎﺌﻲ) .(5ﻭﻫﻭ ﻤﺎ ﺍﺴﺘﺜﻤﺭﻩ "ﺘﻭﺩﻭﺭﻭﻑ" ،ﻟﻴﺒﻴﻥ
ﻓﺈﻥ
ﺃﻥ ﻜﻝ ﺤﻜﻲ ﻴﻨﺒﻨﻲ ﻋﻠﻰ ﻤﻜﻭﻨﻴﻴﻥ ﺃﺴﺎﺴﻴﻴﻥ ﻫﻤﺎ :ﺍﻟﻘﺼﺔ ﻭﺍﻟﺨﻁﺎﺏ) ،(6ﻭﺒﻨﺎﺀ ﻋﻠﻰ ﺫﻟﻙّ ،
"ﺍﻟﺤﻜﻲ ﺒﻤﻌﻨﻰ ﺍﻟﺨﻁﺎﺏ ﻫﻭ ﻭﺤﺩﻩ ﺍﻟﺫﻱ ﻴﻤﻜﻨﻨﺎ ﺩﺭﺍﺴﺘﻪ ﻭﺘﺤﻠﻴﻠﻪ ﺘﺤﻠﻴﻼ ﻨﺼﻴﺎ").(7

ﻭﺘﻨﻁﻠﻕ ﻫﺫﻩ ﺍﻟﺩﺭﺍﺴﺔ ﻓﻲ ﺘﺤﻠﻴﻠﻬﺎ ﻟﻠﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻓﻲ "ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ﻤﻥ ﺤﻜﺎﻴﺔ

"ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ") ،(8ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﺍﺨﺘﺎﺭﺕ ﺍﻟ ّﺩﺭﺍﺴﺔ ﺍﻻﺸﺘﻐﺎﻝ
ﻋﻠﻴﻬﺎ ﻤﺜﺎﻻ ﻋﻠﻰ ﺤﻜﺎﻴﺎﺕ "ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ،ﻭﻫﻲ ﺤﻜﺎﻴﺎﺕ ﺍﻋﺘﻤﺩﺕ ﺃﺴﺎﺴﺎ ﻋﻠﻰ ﺤﻜﺎﻴﺔ ﻭﺍﺤﺩﺓ،

ﺤﻜﺎﻴﺔ "ﺍﻟﻤﻠﻙ ﺸﻬﺭﻴﺎﺭ")*( ،ﺍﻓﺘُ ِﺘﺢ ﻭﺍﺨﺘﺘﻡ ﺒﻬﺎ ﻜﺘﺎﺏ "ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ،ﻭﻴُﻁﻠﻕ ﻋﻠﻴﻬﺎ ﺍﻟﺤﻜﺎﻴﺔ
ﺍﻹﻁﺎﺭﻴﺔ ﻷﻥ ﻜﺎﻤﻝ ﺤﻜﺎﻴﺎﺕ ﺍﻟﻜﺘﺎﺏ ﺘﻨﺩﺭﺝ ﻓﻲ ﺇﻁﺎﺭﻫﺎ ،ﻭﺘﺄﺘﻲ ﻋﻠﻰ ﻟﺴﺎﻥ ﺃﺤﺩ ﺃﺒﻁﺎﻟﻬﺎ.

ﻓـ "ﺸﻬﺭﺯﺍﺩ" ،ﺍﻟﺘﻲ ﺘﺭﻭﻱ ﻤﺒﺎﺸﺭﺓ ﺃﻤﺎﻡ ﺍﻟﻤﻠﻙ "ﺸﻬﺭﻴﺎﺭ" ﻤﺠﻤﻭﻋﺔ ﻤﻥ ﺍﻟﺤﻜﺎﻴﺎﺕ ،ﻫﻲ ﺃﻫﻡ
ﺸﺨﺼﻴﺎﺕ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭﻴﺔ .ﻭﺘﻘﻭﻡ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭﻴﺔ ﻋﻠﻰ ﻓﻜﺭﺓ "ﺨﻴﺎﻨﺔ ﺍﻟﻤﺭﺃﺓ " .ﺃﻤﺎ
ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻷﺨﺭﻯ ﺍﻟﺘﻲ ﻭﺭﺩﺕ ﻋﻠﻰ ﻟﺴﺎﻥ "ﺸﻬﺭﺯﺍﺩ" ﻓﻼ ﻋﻼﻗﺔ ﻟﻬﺎ ﺒﺎﻟﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭﻴﺔ ﺇﻻ ﺒﻤﺎ

ﻴﻁﻴﻝ ﻤﻥ ﺯﻤﻨﻬﺎ ،ﻭﻴﻌﻁﻝ ﺘﻨﻔﻴﺫ ﺍﻟﺤﻜﻡ ﺒﺎﻟﻤﻭﺕ ﻋﻠﻰ ﺍﻟﻨﺴﺎﺀ؛ ﻭﺒﺫﻟﻙ ﺘﻜﻭﻥ ﻟﻠﺤﻜﺎﻴﺎﺕ ﻭﻅﻴﻔﺔ
ﺇﻨﻘﺎﺫﻴﺔ ﻟﺤﻴﺎﺓ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺭﺍﻭﻴﺔ ،ﻭﺒﺎﻟﺘﺎﻟﻲ ﻜﺎﻤﻝ ﺍﻟﻨﺴﺎﺀ ﺍﻟﻤﻬﺩﺩﺍﺕ ﺒﺎﻟﻘﺘﻝ ﺒﻌﺩ ﻟﻴﻠﺔ ﺯﻓﺎﻓﻬﻥ).(9

ﻭﻟﻡ ﺘﻜﻥ ﺠﻤﻴﻊ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﺘﻲ ﺘﺭﻭﻴﻬﺎ ﺸﻬﺭﺯﺍﺩ ﺫﺍﺕ ﺼﻠﺔ ﻤﺒﺎﺸﺭﺓ ﺃﻭ ﻏﻴﺭ ﻤﺒﺎﺸﺭﺓ

ﺒﻔﻜﺭﺓ ﺨﻴﺎﻨﺔ ﺍﻟﻤﺭﺃﺓ ،ﻓﻘﺩ ﺘﻨﻭﻋﺕ ﺍﻟﺤﻜﺎﻴﺎﺕ ﻤﺎ ﺒﻴﻥ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﺒﻁﻭﻟﻴﺔ ﻭﺍﻟﻐﺭﺍﻤﻴﺔ ﻭﺍﻷﺨﻼﻗﻴﺔ
ﻭﺍﻟﺘﻌﻠﻴﻤﻴﺔ ﻭﺍﻟﻐﺭﺍﺌﺒﻴﺔ ﻭﺍﻟﻌﺠﺎﺌﺒﻴﺔ ،ﻜﻤﺎ ﺘﻨﻭﻋﺕ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﻐﺭﺍﻤﻴﺔ ﻓﻴﻬﺎ ،ﻓﺒﻌﻀﻬﺎ ﻴﺜﺒﺕ ﻓﻜﺭﺓ
ﺍﻟﺨﻴﺎﻨﺔ ،ﻭﺒﻌﻀﻬﺎ ﺍﻵﺨﺭ ﻴﻨﻔﻴﻬﺎ ،ﻭﺫﻟﻙ ﻤﻥ ﺨﻼﻝ ﺘﻘﺩﻴﻡ ﺼﻭﺭ ﻤﺘﻌﺩﺩﺓ ﻟﻠﻤﺭﺃﺓ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺎﺕ).(10

ﺇﻥ ﻫﺫﺍ ﺍﻟﺘﻨﻭﻉ ﻓﻲ ﻤﻀﺎﻤﻴﻥ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﺘﻲ ﺘﺭﻭﻴﻬﺎ ﺸﻬﺭﺯﺍﺩ ﻴﺩﻝ ﻋﻠﻰ ﺃﻥ ﺍﻟﻤﻀﻤﻭﻥ

ﻭﺤﺩﻩ ﻟﻡ ﻴﻜﻥ ﻟﻪ ﺩﻭﺭ ﻓﻲ ﺇﻗﻨﺎﻉ ﺍﻟﻤﻠﻙ ﺒﻀﺭﻭﺭﺓ ﺍﻟﺤﻔﺎﻅ ﻋﻠﻰ ﺤﻴﺎﺘﻬﺎ ،ﺒﻝ ﻜﺎﻥ ﻟﻌﻤﻠﻴﺔ ﺍﻟﺴﺭﺩ ﻓﻲ

ﺍﻟﺤﻜﺎﻴﺔ ﺃﻫﻤﻴﺔ ﺨﺎﺼﺔ ،ﻓﺎﻟﺴﺭﺩ ﻴﺠﺏ ﺃﻥ ﻴﻜﻭﻥ ﻤﺸﻭﻗﺎ ﻭﺍﻟﺤﻜﺎﻴﺎﺕ ﻁﺭﻴﻔﺔ ﻟﻜﻲ ﺘﺸﺩ ﺍﻟﻤﻠﻙ ﺇﻟﻰ
ﺍﻟﺭﺍﻭﻴﺔ ،ﻭﺘﻠﻬﻴﻪ ﻋﻥ ﻋﺯﻤﻪ ﺍﻷﻭﻝ ،ﻭﺘﺠﻌﻠﻪ ﻴﻌﺩﻝ ﻋﻥ ﻗﺭﺍﺭﻩ )ﻭﻫﻭ ﺍﻟﻬﺩﻑ ﻤﻥ ﺍﻟﺤﻜﺎﻴﺎﺕ(.

ﻓﺎﻟﺤﻜﺎﻴﺔ ﺇﺫﻥ ﻤﻨﻘﺫﺓ ﺒﺠﻤﺎﻟﻬﺎ ﻭﻁﺭﺍﻓﺘﻬﺎ ﻭﻏﺭﺍﺒﺘﻬﺎ ﻭﺒﺎﻟﺘﺎﻟﻲ ﺒﺸﻜﻠﻬﺎ ﻻ ﺒﻤﻀﻤﻭﻨﻬﺎ ﻭﺃﺒﻌﺎﺩﻫﺎ
ﺍﻷﺨﻼﻗﻴﺔ ﻓﺤﺴﺏ .ﺇﻥ ﺍﻟﺤﻜﺎﻴﺔ ﻓﻲ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ  ،ﻜﻤﺎ ﻻﺤﻅ "ﺘﻭﺩﻭﺭﻭﻑ" ﻫﻲ ﺍﻟﺤﻴﺎﺓ ،ﻭﺍﻨﻌﺩﺍﻡ

ﺍﻟﺤﻜﺎﻴﺔ ﻫﻭ ﺍﻟﻤﻭﺕ).(11
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ﻤﻠﺨﺹ ﺍﻟﺤﻜﺎﻴﺔ:

ﺤﻜﺎﻴﺔ " ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺠﻤﻴﻝ " ﺤﻜﺎﻴﺔ ﻏﺭﺍﻤﻴﺔ ﺃﺨﻼﻗﻴﺔ ،ﺘﻘﺩﻡ

ﻨﻤﻭﺫﺠﺎ ﻟﻠﻤﺭﺃﺓ ﺍﻟﻭﻓﻴﺔ ﻭﺍﻟﻤﺨﻠﺼﺔ ﻟﺤﺒﻴﺒﻬﺎ ،ﻭﺘﻨﻔﻲ ﻓﻜﺭﺓ ﺨﻴﺎﻨﺔ ﺍﻟﻤﺭﺃﺓ ﻤﻥ ﺨﻼﻝ ﺍﻟﻤﻀﻤﻭﻥ.

ﺘﺒﺩﺃ ﺍﻟﺤﻜﺎﻴﺔ ﻓﻲ ﺍﻟﻠﻴﻠﺔ ﺍﻟﺨﺎﻤﺴﺔ ﻭﺍﻟﺜﻼﺜﻴﻥ ﺒﻌﺩ ﺍﻟﺜﻼﺜﻤﺎﺌﺔ ،ﻭﺘﻨﺘﻬﻲ ﻓﻲ ﺍﻟﻠﻴﻠﺔ ﺍﻟﺴﺎﺒﻌﺔ

ﻭﺍﻟﺜﻼﺜﻴﻥ ﺒﻌﺩ ﺍﻟﺜﻼﺜﻤﺎﺌﺔ .ﻭﻓﻴﻬﺎ ﺘﺭﻓﻊ ﺇﺤﺩﻯ ﺃﺴﺭ ﺍﻟﺒﺼﺭﺓ ﺩﻋﻭﻯ ﺃﻤﺎﻡ ﺃﻤﻴﺭ ﺍﻟﺒﺼﺭﺓ ﺨﺎﻟﺩ

ﺍﻟﻘﺴﺭﻱ ،ﻋﻠﻰ ﺸﺎﺏ ﺤﺴﻥ ِ
ﻭﺍﻟﺨﻠُﻕ ،ﻤﺘﻬﻤﺔ ﺇﻴّﺎﻩ ﺒﺎﻟﺴﺭﻗﺔ ،ﻷﻨّﻬﺎ ﻀﺒﻁﺘﻪ ﻤﺘﻠﺒّﺴﴼ ﺒﻬﺎ ،ﻓﻲ
ﺍﻟﺨﻠْﻘﺔ ُ
ﻴﺸﻙ ﻓﻲ ﺼﺤﺔ ﺍﻻ ّﺩﻋﺎﺀ ،ﻭﻴﺴﺄﻝ ﺍﻟﺸﺎﺏ
ﻤﻨﺯﻟﻬﺎ .ﻭﻋﻨﺩﻤﺎ ﻴﺭﻯ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺍﻟﻘﺴﺭﻱ ﺍﻟﺸﺎﺏّ ،

ﻭﺃﻥ ﻫﺫﻩ ﺍﻷﺴﺭﺓ ﺼﺎﺩﻗﺔ ﻓﻲ ﺩﻋﻭﺍﻫﺎ.
ﻋﻥ ﻫﺫﺍ ﺍﻻ ّﺩﻋﺎﺀ ،ﺃﻤﺎﻡ ﺃﻓﺭﺍﺩ ﺍﻷﺴﺭﺓ ،ﻓﻴﺅﻜّﺩ ﺃﻨّﻪ ﺴﺭﻕّ ،
ﻭﻋﻨﺩﻤﺎ ﻴﺘﻘ ّﺩﻤﻭﻥ ﺒﻪ ﻟﻴﻘﻁﻌﻭﺍ ﻴﺩﻩ ،ﺘﺘﻘ ّﺩﻡ ﺇﺤﺩﻯ ﺍﻟﻨّﺴﺎﺀ ﺍﻟﺠﻤﻴﻼﺕ ،ﻭﺘﻨﻔﺭﺩ ﺒﺎﻷﻤﻴﺭ ﺨﺎﻟﺩ ،ﻭﺘﺨﺒﺭﻩ

ﻓﺘﻭﺠﻪ ﺇﻟﻰ ﺩﺍﺭ ﺃﻫﻠﻬﺎ ﻭﺭﻤﻰ
ّ
ﺒﺄﻥ ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﻋﺎﺸﻕ ﻟﻬﺎ ﻭﻫﻲ ﻋﺎﺸﻘﺔ ﻟﻪ ،ﻭﺇﻨّﻤﺎ ﺃﺭﺍﺩ ﺯﻴﺎﺭﺘﻬﺎ ّ
ﺃﺤﺱ
ﻓﻠﻤﺎ ّ
ﺤﺠﺭﴽ ﻓﻲ ﺍﻟ ّﺩﺍﺭ ﻟﻴﻌﻠﻤﻬﺎ ﺒﻤﺠﻴﺌﻪ ،ﻓﺴﻤﻊ ﺃﺒﻭﻫﺎ ﻭﺃﺨﻭﻫﺎ ﺼﻭﺕ ﺍﻟﺤﺠﺭ ﻓﺼﻌﺩﻭﺍ ﺇﻟﻴﻪّ .

ﺒﻬﻡ ﺠﻤﻊ ﻗﻤﺎﺵ ﺍﻟﺒﻴﺕ ﻜﻠﻪ ﻭﺃﺭﺍﻫﻡ ﺃﻨّﻪ ﺴﺎﺭﻕ ،ﺴﺘﺭﴽ ﻋﻠﻰ ﻤﻌﺸﻭﻗﺘﻪ .ﻭﺇﺯﺍﺀ ﻤﻭﻗﻑ ﺍﻟﺸﺎﺏ
ﺘﻅﻝ ﺼﻭﺭﺓ ﻫﺫﻩ ﺍﻟﻤﺭﺃﺓ ،ﻓﻲ ﺍﻟﻌﺭﻑ
ﻼ ﻓﻲ ﺃﻥ ّ
ﺍﻟﺒﺼﺭﻱ ﺍﻟﻨﺒﻴﻝ ،ﺍﻟﺫﻱ ﻴﺴﺘﻌ ّﺩ ﻷﻥ ﻴﻀﺤﻲ ﺒﻴﺩﻩ ﺃﻤ ً

ﺍﻻﺠﺘﻤﺎﻋﻲ ،ﻜﻤﺎ ﻫﻲ ﻋﻠﻴﻪ ﻤﻥ ﺍﻟﻨﻘﺎﺀ ،ﺘﺫﻫﺏ ﺍﻟﻤﺭﺃﺓ ﺇﻟﻰ ﺍﻷﻤﻴﺭ ﻟﻜﻲ ﺘﻨﻘﺫ ﻋﺸﻴﻘﻬﺎ ،ﻏﻴﺭ ﻋﺎﺒﺌﺔ
ّ
ﺒﺎﻟﻔﻀﻴﺤﺔ ،ﻓﻴﻌﺠﺏ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﻭﻓﺎﺀ ﺍﻟﻌﺎﺸﻘﻴﻥ ﻭﺤﺭﺼﻬﻤﺎ ﻋﻠﻰ ﺒﻌﺽ ﻓﻴﻘﻭﻡ ﺒﺘﺯﻭﻴﺠﻬﻤﺎ.
ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ:

ﻭﻓﻲ ﻤﺎ ﻴﺄﺘﻲ ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﻤﻥ ﺤﻴﺙ ﺍﻟﺯﻤﻥ ﻭﺍﻟﺼﻴﻐﺔ ﻭﺍﻟﺭﺅﻴﺔ،

ﻭﻫﻲ ﻤﻜﻭﻨﺎﺕ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺘﻲ ﻴﺸﺘﻐﻝ ﻋﻠﻴﻬﺎ ﺍﻟﺴﺭﺩﻴﻭﻥ ﻋﺎﻤﺔ ،ﻟﻠﺘﻌﺭﻑ ﻋﻠﻰ ﻜﻴﻔﻴﺔ ﺘﻘﺩﻴﻡ ﺍﻟﺤﻜﺎﻴﺔ
)ﺍﻟﻤﺒﻨﻰ ﺍﻟﺤﻜﺎﺌﻲ( ،ﻭﻤﻥ ﺜﻡ ﻓﻬﻡ ﻤﺎ ﻗﺎﻟﺕ ﺍﻟﺤﻜﺎﻴﺔ )ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ(.

 .1ﺍﻟﺯﻤﻥ ﺍﻟﺴﺭﺩﻱ:

ﻴﻤﺜﻝ ﺍﻟﺯﻤﻥ ﻋﻨﺼﺭﺍ ﺃﺴﺎﺴﻴﺎ ﻓﻲ ﻜﻝ ﺴﺭﺩ .ﻓﻔﻲ ﻀﻭﺌﻪ ﺘﺘﺭﺘﺏ ﻤﺎﺩﺓ ﺍﻟﺤﻜﻲ ،ﺴﻭﺍﺀ

ﺍﺘﺨﺫﺕ ﺸﻜﻝ ﺍﻟﺘﻌﺎﻗﺏ ﺃﻭ ﺍﻟﺘﺩﺍﺨﻝ ،ﻓﻬﻭ ﻴﺸﻜﻝ ﺒﻨﻴﺔ ﻗﺎﺌﻤﺔ ﺒﺫﺍﺘﻬﺎ ﻀﻤﻥ ﺍﻟﻌﻤﻝ ﺍﻟﺴﺭﺩﻱ .ﻭﻴﻤﻴﺯ

ﺍﻟﺴﺭﺩﻴﻭﻥ ﺒﻴﻥ ﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺃﻱ ﺍﻟﺘﺴﻠﺴﻝ ﺍﻟﺯﻤﻨﻲ ﻟﻸﺤﺩﺍﺙ ﻜﻤﺎ ﻭﻗﻌﺕ ،ﻭﺒﻴﻥ ﺯﻤﻥ ﺍﻟﺨﻁﺎﺏ
ﺍﻟﺫﻱ ﻴﻬﺘﻡ ﺒﺎﻟﻁﺭﻴﻘﺔ ﺍﻟﺘﻲ ﻴﺭﺘﺏ ﺒﻬﺎ ﺍﻟﺴﺎﺭﺩ ﺘﻠﻙ ﺍﻷﺤﺩﺍﺙ .ﺫﻟﻙ ﺃﻥ ﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺯﻤﻥ ﺨﺎﻡ
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ﻴﺠﺭﻱ ﺩﻭﻥ ﺘﺩﺨﻝ ﺍﻟﺴﺎﺭﺩ ،ﻓﻲ ﺤﻴﻥ ﺃﻥ ﺍﻟﺴﺎﺭﺩ ﺃﺜﻨﺎﺀ ﺴﺭﺩﻩ ﻴﺘﺩﺨﻝ ﻓﻲ ﺘﺭﺘﻴﺏ ﺯﻤﻥ ﺍﻟﺨﻁﺎﺏ

ﻭﻴﺘﻼﻋﺏ ﺒﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ .ﻭﻴﺭﻭﻥ ﺃﻥ ﺍﻟﺯﻤﻥ ﺍﻟﺴﺭﺩﻱ ﻴﻘﻭﻡ ﻋﻠﻰ ﺍﻟﻌﻼﻗﺎﺕ ﺍﻟﻘﺎﺌﻤﺔ ﺒﻴﻥ ﺯﻤﻥ
ﺍﻟﺤﻜﺎﻴﺔ ﻭﺯﻤﻥ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺘﻲ ﺘﺘﺠﻠﻰ ﻓﻲ ﺜﻼﺜﺔ ﻤﻅﺎﻫﺭ ،ﻭﻫﻲ :ﺍﻟﺘﺭﺘﻴﺏ ﺍﻟﺯﻤﻨﻲ ،ﻭﺇﻴﻘﺎﻉ ﺍﻟﺴﺭﺩ،

ﻭﺍﻟﺘﻭﺍﺘﺭ) .(12ﻓﻜﻴﻑ ﺒﺩﺕ ﻫﺫﻩ ﺍﻟﻤﻅﺎﻫﺭ ﻓﻲ ﺤﻜﺎﻴﺔ "ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ

ﺍﻟﺴﺎﺭﻕ"؟

ﺃ .ﺍﻟﺘﺭﺘﻴﺏ ﺍﻟﺯﻤﻨﻲ:

ﺘﺘﺤﻘﻕ ﻓﻲ ﺍﻟﺴﺭﺩ ﻋﻨﺎﺼﺭ ﺍﻟﺯﻤﻥ ﺍﻟﺜﻼﺜﺔ :ﺍﻟﻤﺎﻀﻲ ،ﻭﺍﻟﺤﺎﻀﺭ ،ﻭﺍﻟﻤﺴﺘﻘﺒﻝ .ﻭﻴُﻘﺼﺩ
ﺒﺎﻟﻤﺎﻀﻲ ﺍﻟﻔﺘﺭﺓ ﺍﻟﺯﻤﻨﻴﺔ ﺍﻟﺘﻲ ﻭﻗﻌﺕ ﻓﻴﻬﺎ ﺃﺤﺩﺍﺙ ﺴﺎﺒﻘﺔ ﻟﻸﺤﺩﺍﺙ ﺍﻟﺘﻲ ﺘﺘﻭﺍﻟﻰ ﻓﻲ ﺍﻟﺴﺭﺩ،
ﻭﺍﻟﺤﺎﻀﺭ ﻫﻭ ﺍﻟﺯﻤﻥ ﺍﻟﺫﻱ ﺘﺘﻜﺸﻑ ﻓﻴﻪ ﺍﻷﺤﺩﺍﺙ ،ﻭﺘﺒﺩﻭ ﻜﺄﻨﻬﺎ ﺘﺠﺭﻱ ﺃﻤﺎﻡ ﺍﻟﻤﺘﻠﻘﻲ ﺍﻵﻥ ،ﺃﻤﺎ

ﺍﻟﻤﺴﺘﻘﺒﻝ ﻓﻴﻘﺼﺩ ﺒﻪ ﺍﻟﻔﺘﺭﺓ ﺍﻟﺯﻤﻨﻴﺔ ﺍﻟﺘﻲ ﻟﻡ ﺘﻘﻊ ﺃﺤﺩﺍﺜﻬﺎ ﺒﻌﺩ ،ﻭﺴﺘﻘﻊ ﻻﺤﻘﺎ ﺤﺴﺏ ﺍﻟﺘﺴﻠﺴﻝ

ﺍﻟﺯﻤﻨﻲ).(13

ﻭﻋﻠﻰ ﺍﻟﺭﻏﻡ ﻤﻥ ﺃﻥ ﺼﻴﻐﺔ ﺍﻟﺯﻤﻥ ﺍﻟﻤﺎﻀﻲ ﻫﻲ ﺍﻟﻤﺴﻴﻁﺭﺓ ﻋﻠﻰ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ

ﻭﻟﻴﻠﺔ ) ،(14ﻓﻘﺩ ﺤﻀﺭﺕ ﺍﻷﺯﻤﻨﺔ ﺍﻟﺜﻼﺜﺔ ﻓﻲ ﺴﺭﺩ ﺍﻟﺤﻜﺎﻴﺎﺕ .ﻓﺴﺭﺩ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺒﺼﻴﻐﺔ ﺍﻟﺯﻤﻥ

ﺍﻟﻤﺎﻀﻲ ﻻﻴﻌﻨﻲ ﺃﻥ ﺍﻟﺴﺭﺩ ﻴﺒﺩﺃ ﻤﻥ ﺁﺨﺭ ﺤﺩﺙ ﺜﻡ ﻴﻌﻭﺩ ﺇﻟﻰ ﺃﻭﻝ ﺤﺩﺙ ،ﻭﺇﻨﻤﺎ ﻴﺘﻡ ﺍﻟﺴﺭﺩ ﻤﻥ

ﺒﺩﺍﻴﺔ ﺍﻷﺤﺩﺍﺙ ﺤﺘﻰ ﺍﻨﺘﻬﺎﺌﻬﺎ ﺒﺼﻭﺭﺓ ﺘﺼﺎﻋﺩﻴﺔ ﺍﺴﺘﻁﺭﺍﺩﻴﺔ ﻤﺘﻘﺩﻤﺔ ﻋﻠﻰ ﺨﻁ ﺍﻟﺯﻤﻥ .ﻭﻓﻲ
ﺤﻜﺎﻴﺔ" ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ﻨﺠﺩ ﺃﻥ ﺍﻷﺤﺩﺍﺙ ﺘﻤﺘﺩ ﻤﻥ ﻨﻘﻁﺔ ﺒﻌﻴﻨﻬﺎ
ﻭﺘﻨﺘﻬﻲ ﺇﻟﻰ ﻨﻘﻁﺔ ﺒﻌﻴﻨﻬﺎ ﺃﻴﻀﺎ ،ﺒﻤﻌﻨﻰ ﺃﻥ ﺘﺭﺘﻴﺏ ﺍﻷﺤﺩﺍﺙ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺭﺩ ﻭﻓﻕ ﻨﺴﻕ
ﺯﻤﻨﻲ ﻤﺘﺼﺎﻋﺩ ﻴﻌﻜﺱ ﺨﻀﻭﻋﻬﺎ ﻟﻨﻅﺎﻡ ﺍﻟﺘﻌﺎﻗﺏ .ﻭﺍﻟﻅﺎﻫﺭﺓ ﺍﻟﻌﺎﻤﺔ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺃﻥ ﺍﻟﺭﺍﻭﻱ
ﻟﻡ ﻴﻐﻴﺭ ﻤﻥ ﺘﺭﺘﻴﺏ ﺍﻷﺤﺩﺍﺙ ﺍﻟﻤﻜﻭﻨﺔ ﻟﻠﺤﻜﺎﻴﺔ ،ﺒﻝ ﺭﺍﻋﻰ ﻨﻅﺎﻤﻬﺎ ﻓﻲ ﺍﻟﺨﻁﺎﺏ .ﺇﻻ ﺃﻥ ﻫﺫﺍ

ﺍﻻﻟﺘﺯﺍﻡ ﺒﺴﺭﺩ ﺍﻟﻭﻗﺎﺌﻊ ﺒﺤﺴﺏ ﻨﻅﺎﻡ ﻭﻗﻭﻋﻬﺎ ﻗﺩ ﺘﺨﻠﻠﺘﻪ ﺤﺎﻻﺕ ﻗﻠﻴﻠﺔ ﺠﺩﺍ ﻤﻥ

ﻭﺍﻻﺴﺘﺒﺎﻕ).(16

ﺍﻻﺴﺘﺭﺠﺎﻉ)(15

ﻭﻗﺩ ﻭﻅﻔﺕ ﺤﻜﺎﻴﺔ "ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ،ﺍﻻﺴﺘﺭﺠﺎﻉ ﺃﺜﻨﺎﺀ

ﺍﻟﺤﻭﺍﺭ ﻓﻲ ﺍﻟﻨﺹ ﺍﻟﺤﻜﺎﺌﻲ ،ﻓﺎﻟﺴﺭﺩ ﻴﺒﺩﺃ ﻤﻥ ﻟﺤﻅﺔ ﻤﺠﻲﺀ ﺠﻤﺎﻋﺔ ﺇﻟﻰ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﻫﻲ ﺘﻘﺒﺽ
ﻋﻠﻰ ﺸﺎﺏ ،ﻭﻤﻥ ﺨﻼﻝ ﺍﻟﺤﻭﺍﺭ ﺍﻟﺫﻱ ﺩﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﺠﻤﺎﻋﺔ ﻭﺍﻟﺸﺎﺏ ﻨﺘﻌﺭﻑ ﻋﻠﻰ
ﺴﺒﺏ ﺍﻟﻘﺒﺽ ﻋﻠﻰ ﻫﺫﺍ ﺍﻟﺸﺎﺏ )ﻭﻫﻭ ﺤﺩﺙ ﺴﺎﺒﻕ( .ﻓﺎﻟﻌﺒﺎﺭﺓ ﺍﻟﺘﻲ ﻭﺭﺩﺕ ﻋﻠﻰ ﻟﺴﺎﻥ ﺍﻟﺠﻤﺎﻋﺔ:
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"ﻫﺫﺍ ﻟﺹ ﺃﺼﺒﻨﺎﻩ ﺍﻟﺒﺎﺭﺤﺔ ﻓﻲ ﻤﻨﺯﻟﻨﺎ")ﺹ ،(330ﻭﻜﺫﻟﻙ ﺍﻟﻌﺒﺎﺭﺓ ﺍﻟﺘﻲ ﻭﺭﺩﺕ ﻋﻠﻰ ﻟﺴﺎﻥ
ﺍﻟﺸﺎﺏ ":ﺇﻨﻲ ﺩﺨﻠﺕ ﺩﺍﺭ ﻫﺅﻻﺀ ﻓﺴﺭﻗﺕ ﻤﺎ ﺃﻤﻜﻨﻨﻲ ﻓﺄﺩﺭﻜﻭﻨﻲ ﻭﺃﺨﺫﻭﻩ ﻤﻨﻲ ﻭﺤﻤﻠﻭﻨﻲ ﺇﻟﻴﻙ")ﺹ

 ،(330ﻓﻴﻬﻤﺎ ﺍﺴﺘﺭﺠﺎﻋﺎﻥ ﻴﺭ ّﺩﺍﻥ ﺍﻟﻤﺘﻠﻘﻲ ﺇﻟﻰ ﺯﻤﻥ ﻤﺎﺽ ﻗﺭﻴﺏ ﺠﺩﺍ ﻗﺒﻝ ﺯﻤﻥ ﺒﺩﺍﻴﺔ ﺍﻟﺴﺭﺩ،
ﻭﻫﻭ ﻤﺎ ﻴﺴﻤﻰ ﺍﻻﺴﺘﺭﺠﺎﻉ ﺍﻟﺨﺎﺭﺠﻲ) .(17ﻭﻓﻲ ﻤﻭﻗﻊ ﺁﺨﺭ ﻨﺠﺩ ﺍﻟﺤﻜﺎﻴﺔ ﺘﺴﺘﺨﺩﻡ ﺍﻻﺴﺘﺭﺠﺎﻉ
ﺍﻟﺫﻱ ﻴﺒﺩﺃ ﺯﻤﻨﻪ ﻤﻥ ﺨﺎﺭﺝ ﺯﻤﻥ ﺒﺩﺍﻴﺔ ﺍﻟﺴﺭﺩ ،ﻭﻟﻜﻨﻪ ﻴﻤﺘﺩ ﺩﺍﺨﻝ ﺯﻤﻥ ﺍﻟﺴﺭﺩ ﻓﻴﻨﺘﻬﻲ ﻓﻴﻪ ،ﻭﻫﻭ

ﻤﺎ ﻴﺴﻤﻰ ﺍﻻﺴﺘﺭﺠﺎﻉ

ﺍﻟﻤﺯﺠﻲ)(18

ﺃﻭ ﺍﻟﻤﺨﺘﻠﻁ ﺤﺴﺏ "ﺠﻴﻨﻴﺕ") ،(19ﻭﺫﻟﻙ ﻋﻨﺩﻤﺎ ﺘﺨﺒﺭ ﺍﻟﻤﺭﺃﺓ

ﺍﻟﺠﺎﺭﻴﺔ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﻌﻼﻗﺘﻬﺎ ﺒﺎﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ،ﻭﻟﻡ ﻭﻜﻴﻑ ﻀﺒﻁ ﻤﺘﻠﺒﺴﺎ ﺒﺎﻟﺴﺭﻗﺔ )ﺍﺴﺘﺭﺠﺎﻉ
ﺨﺎﺭﺠﻲ( ،ﺜﻡ ﺇﺤﻀﺎﺭﻩ ﺇﻟﻴﻪ ﻭﺍﻋﺘﺭﺍﻓﻪ ﺒﺎﻟﺴﺭﻗﺔ ﻭﺍﻹﺼﺭﺍﺭ ﻋﻠﻴﻬﺎ )ﺍﺴﺘﺭﺠﺎﻉ ﺩﺍﺨﻠﻲ( )ﺹ

 .(332ﻫﺫﻩ ﺍﻟﻘﺼﺔ ﺍﻟﺤﻘﻴﻘﻴﺔ ﻟﻬﺫﺍ ﺍﻟﺸﺎﺏ ﻻ ﺘﺘﻜﺸﻑ ﻟﻸﻤﻴﺭ ﻭﻟﻠﻤﺘﻠﻘﻲ ﺇﻻ ﻤﻥ ﺨﻼﻝ ﺍﻟﺤﻭﺍﺭ ﺍﻟﺫﻱ
ﺩﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﺒﻌﺩ ﺃﻥ ﺼﺭﺨﺕ ﺃﻤﺎﻡ ﺍﻟﻨﺎﺱ ﺘﻁﻠﺏ ﻤﻥ ﺍﻷﻤﻴﺭ ﺘﻭﻗﻴﻑ

ﺘﻨﻔﻴﺫ ﺍﻟﺤﻜﻡ ﺒﻘﻁﻊ ﻴﺩ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ.

ﻭﻨﻼﺤﻅ ﻫﻨﺎ ﺃﻥ ﺤﺎﻻﺕ ﺍﻻﺴﺘﺭﺠﺎﻉ ﺍﻟﻘﻠﻴﻠﺔ ﺠﺩﺍ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺠﺎﺀﺘﻨﺎ ﻤﻥ ﺨﻼﻝ ﻜﻼﻡ

ﺍﻟﺸﺨﺼﻴﺎﺕ ،ﻭﻟﻌﻝ ﺃﻫﻤﻴﺔ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺘﺘﺄﺘﻰ ﻤﻥ ﺨﻼﻝ ﺍﻟﻭﻅﻴﻔﺔ ﺍﻟﺘﻲ ﻴﻘﻭﻡ ﺒﻬﺎ،

ﻓﻘﺩ ﺠﺎﺀ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻫﻨﺎ ﻟﻠﻜﺸﻑ ﻋﻥ ﺴﺒﺏ ﺍﻟﻘﺒﺽ ﻋﻠﻰ ﺍﻟﺸﺎﺏ ،ﺇﻟﻰ ﺠﺎﻨﺏ ﺍﻟﻜﺸﻑ ﻋﻥ ﺍﻟﻘﺼﺔ
ﺍﻟﺤﻘﻴﻘﻴﺔ ﻟﻬﺫﺍ ﺍﻟﺸﺎﺏ .ﻜﻤﺎ ﻋﻤﻝ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻋﻠﻰ ﺇﻀﺎﺀﺓ ﺍﻷﺒﻌﺎﺩ ﺍﻷﺨﻼﻗﻴﺔ ﻭﺍﻻﺠﺘﻤﺎﻋﻴﺔ

ﻟﻠﺸﺨﺼﻴﺎﺕ .ﻭﺇﺫﺍ ﻜﺎﻥ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻴﻌﻭﺩ ﺒﺤﺭﻜﺔ ﺍﻟﺴﺭﺩ ﺇﻟﻰ ﺍﻟﻭﺭﺍﺀ ،ﻓﺈﻥ ﺍﻻﺴﺘﺒﺎﻕ ﻴﺩﻓﻊ ﺤﺭﻜﺔ

ﺍﻟﺴﺭﺩ ﺇﻟﻰ ﺍﻷﻤﺎﻡ ،ﻟﻴﻘﺘﺭﺏ ﻤﻥ ﺍﻟﻤﺴﺘﻘﺒﻝ.

ﻭﻤﻥ ﺍﻟﻼﻓﺕ ﻟﻼﻨﺘﺒﺎﻩ ﺃﻥ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ﻨﺎﺩﺭﺍ ﻤﺎ ﺘﺴﺘﺨﺩﻡ ﺍﻻﺴﺘﺒﺎﻕ ﺒﺴﺒﺏ ﺃﻨﻬﺎ

ﺘﺴﺘﺨﺩﻡ ﺼﻴﻐﺔ ﺍﻟﺯﻤﻥ ﺍﻟﻤﺎﻀﻲ ﻓﻲ ﺴﺭﺩ ﺍﻟﺤﻜﺎﻴﺎﺕ) .(20ﻭﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﻨﺸﺘﻐﻝ ﻋﻠﻴﻬﺎ ،ﻨﺠﺩ

ﺃﻨﻬﺎ ﺘﺴﺘﺨﺩﻡ ﺃﺜﻨﺎﺀ ﺍﻟﺴﺭﺩ ﺍﻻﺴﺘﺒﺎﻕ ﻭﻟﻜﻥ ﻤﻥ ﺒﺎﺏ ﺘﻘﺩﻴﻡ ﺍﻷﻭﺍﻤﺭ ﻭﺍﻟﺘﻌﻠﻴﻤﺎﺕ ﻋﻤﺎ ﻴﺠﺏ ﻓﻌﻠﻪ،

ﻓﺎﻟﺤﻜﺎﻴﺔ ﻤﻠﻴﺌﺔ ﺒﺄﻭﺍﻤﺭ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺘﻌﻠﻴﻤﺎﺘﻪ ﺍﻟﻤﻭﺠﻬﺔ ﺇﻟﻰ ﺤﺭﺍﺴﻪ ﻭﻋﻤﺎﻟﻪ ﻋﻤﺎ ﻴﺠﺏ ﻓﻌﻠﻪ ﻤﻊ
ﺍﻟﺸﺎﺏ ﺍﻟﻤﻘﺒﻭﺽ ﻋﻠﻴﻪ ﺒﺘﻬﻤﺔ ﺍﻟﺴﺭﻗﺔ ،ﻭﻤﻥ ﺍﻷﻤﺜﻠﺔ ﻋﻠﻰ ﺫﻟﻙ ﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ " :ﻓﺄﻤﺭ ﺨﺎﻟﺩ ﺒﺤﺒﺴﻪ
ﻭﺃﻤﺭ ﻤﻨﺎﺩ ﻴﻨﺎﺩﻱ ﺒﺎﻟﺒﺼﺭﺓ :ﺇﻟﻰ ﻤﻥ ﺃﺤﺏ ﺃﻥ ﻴﻨﻅﺭ ﺇﻟﻰ ﻋﻘﻭﺒﺔ ﺍﻟﻠﺹ ﻭﻗﻁﻊ ﻴﺩﻩ ﻓﻠﻴﺤﻀﺭ ﻤﻥ

ﺍﻟﻐﺩﺍﺓ ﺇﻟﻰ ﺍﻟﻤﺤﻝ ﺍﻟﻔﻼﻨﻲ ...ﻓﻠﻤﺎ ﺃﺼﺒﺢ ﺍﻟﺼﺒﺎﺡ ﺤﻀﺭ ﺍﻟﻨﺎﺱ ﻴﻨﻅﺭﻭﻥ ﻗﻁﻊ ﻴﺩ ﺍﻟﺸﺎﺏ ،ﻭﻟﻡ
ﻴﺒﻕ ﺃﺤﺩ ﻓﻲ ﺍﻟﺒﺼﺭﺓ")ﺹ .(331ﻭﻜﺫﻟﻙ ﻤﻤﺎ ﻴﻌﺩ ﺍﺴﺘﺒﺎﻗﺎ ﻤﻥ ﺒﺎﺏ ﺘﻘﺩﻴﻡ ﺍﻟﺘﻌﻠﻴﻤﺎﺕ ﻋﻤﺎ ﻴﺠﺏ
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ﻓﻌﻠﻪ ،ﺘﻌﻠﻴﻤﺎﺕ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻟﻠﺸﺎﺏ ﺍﻟﻤﺘﻬﻡ ﺒﺎﻟﺴﺭﻗﺔ ،ﺒﻌﺩﻤﺎ ﻋﻠﻡ ﺃﻥ ﻟﻪ ﻗﺼﺔ ﻏﻴﺭ ﺍﻟﺴﺭﻗﺔ ،ﻋﻤﺎ
ﻴﺠﺏ ﻓﻌﻠﻪ ﻓﻲ ﺍﻟﺼﺒﺎﺡ ﻋﻨﺩﻤﺎ ﻴﺴﺄﻟﻪ ﺍﻟﻘﺎﻀﻲ ﻋﻥ ﺍﻟﺴﺭﻗﺔ " ﻓﺈﺫﺍ ﻜﺎﻥ ﺍﻟﺼﺒﺎﺡ ﻭﺤﻀﺭ ﺍﻟﻨﺎﺱ،

ﻴﺩﺭﺃ ﻋﻨﻙ ﺤ ّﺩ ﺍﻟﻘﻁﻊ ،ﻓﻘﺩ ﻗﺎﻝ
ﻭﺤﻀﺭ ﺍﻟﻘﺎﻀﻲ ،ﻭﺴﺄﻟﻙ ﻋﻥ ﺍﻟﺴﺭﻗﺔ ﻓﺄﻨ ِﻜﺭﻫﺎ ،ﻭﺍﺫﻜﺭ ﻤﺎ َ
ﺭﺴﻭﻝ ﺍﷲ  -ﺼﻠﻰ ﺍﷲ ﻋﻠﻴﻪ ﻭﺴﻠﻡ " :-ﺍﺩﺭﺀﻭﺍ ﺍﻟﺤﺩﻭﺩ ﺒﺎﻟﺸﺒﻬﺎﺕ" ﺜﻡ ﺃﻤﺭ ﺒﻪ ﺇﻟﻰ ﺍﻟﺴﺠﻥ")ﺹ
 .(331ﻭﻜﻤﺎ ﻻﺤﻅﻨﺎ ﺃﻥ ﺤﺎﻻﺕ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻗﺩ ﻭﺭﺩﺕ ﻋﻠﻰ ﻟﺴﺎﻥ ﺍﻟﺸﺨﺼﻴﺎﺕ ،ﻓﺈﻥ ﺤﺎﻻﺕ
ﺍﻻﺴﺘﺒﺎﻕ ﺠﺎﺀﺘﻨﺎ ﻜﺫﻟﻙ ﻤﻥ ﺨﻼﻝ ﻜﻼﻡ ﺍﻟﺸﺨﺼﻴﺎﺕ ،ﻓﻬﻲ ﻻ ﺘﺤﻴﻝ ﻋﻠﻰ ﻭﻗﺎﺌﻊ ﺴﺭﺩﻴﺔ ﻤﺤﺩﺩﺓ،

ﻭﺇﻨﻤﺎ ﺘﺸﻴﺭ ﺇﻟﻰ ﺘﻌﻠﻴﻤﺎﺕ ﻭﺃﻭﺍﻤﺭ ﻤﺎ ﻫﻲ ﺇﻻ ﺍﺴﺘﺒﺎﻕ ﻟﻤﺎ ﺴﻴﻘﻊ ﻤﺴﺘﻘﺒﻼ .ﻭﻟﻌﻝ ﺃﻫﻤﻴﺔ ﺍﻟﺴﺭﺩ
ﺍﻻﺴﺘﺒﺎﻗﻲ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺘﺘﺄﺘﻰ ﺃﻴﻀﺎ ﻤﻥ ﺨﻼﻝ ﺍﻟﻭﻅﻴﻔﺔ ﺍﻟﺘﻲ ﻴﻘﻭﻡ ﺒﻬﺎ .ﻓﻘﺩ ﺠﺎﺀ ﺍﻻﺴﺘﺒﺎﻕ ﻓﻲ

ﺍﻟﺤﻜﺎﻴﺔ ﺒﻤﺜﺎﺒﺔ ﺘﻌﻠﻴﻤﺎﺕ ﻭﺃﻭﺍﻤﺭ ،ﻗﺩ ﺘﺘﺤﻘﻕ ﻭﻗﺩ ﻻ ﺘﺘﺤﻘﻕ ،ﻓﻤﻥ ﻫﻨﺎ ﻓﺈﻥ ﺍﻟﻤﻌﻠﻭﻤﺎﺕ

ﺃﻭ ﺍﻟﺘﻌﻠﻴﻤﺎﺕ ﺍﻟﺘﻲ ﻴﻘﺩﻤﻬﺎ ﺍﻟﺴﺭﺩ ﺍﻻﺴﺘﺒﺎﻗﻲ ﻻ ﺘﺘﺼﻑ ﺒﺎﻟﻴﻘﻴﻨﻴﺔ ،ﻓﻤﺎ ﻟﻡ ﻴﺘﻡ ﻗﻴﺎﻡ ﺍﻟﺤﺩﺙ ﺒﺎﻟﻔﻌﻝ
ﻓﻠﻴﺱ ﻫﻨﺎﻙ ﻤﺎ ﻴﺅﻜﺩ ﺤﺼﻭﻟﻪ .ﻭﻟﻜﻥ ﻴﺨﻠﻕ ﻫﺫﺍ ﺍﻟﻨﻭﻉ ﻤﻥ ﺍﻻﺴﺘﺒﺎﻕ ﺤﺎﻟﺔ ﺘﻭﻗﻊ ﻭﺘﺭﻗﺏ ﻭﺍﻨﺘﻅﺎﺭ
ﻟﺩﻯ ﺍﻟﻤﺘﻠﻘﻲ ﻴﻌﻴﺸﻬﺎ ﺃﺜﻨﺎﺀ ﻗﺭﺍﺀﺓ ﺍﻟﺤﻜﺎﻴﺔ ﺃﻭ ﺍﻻﺴﺘﻤﺎﻉ ﺇﻟﻴﻬﺎ ،ﺒﻤﺎ ﻴﺘﻭﻓﺭ ﻟﻪ ﻤﻥ ﺃﺤﺩﺍﺙ ﺃﻭ ﺇﺸﺎﺭﺍﺕ
ﺃﻭﻟﻴﺔ ﺘﻭﺤﻲ ﺒﺎﻵﺘﻲ .ﻭﻻ ﺘﻜﺘﻤﻝ ﺍﻟﺭﺅﻴﺎ ﺇﻻ ﺒﻌﺩ ﺍﻻﻨﺘﻬﺎﺀ ﻤﻥ ﺍﻟﻘﺭﺍﺀﺓ ،ﺇﺫ ﻴﺴﺘﻁﻴﻊ ﺍﻟﻤﺘﻠﻘﻲ ﺘﺤﺩﻴﺩ

ﺍﻻﺴﺘﺒﺎﻗﺎﺕ ،ﻭﺍﻟﺤﻜﻡ ﺒﺘﺤﻘﻘﻬﺎ ﺃﻭ ﻋﺩﻤﻬﺎ ).(21

ﻭﻴﻌﻜﺱ ﺍﻟﺘﺭﺘﻴﺏ ﺍﻟﺯﻤﻨﻲ ،ﺍﻟﺫﻱ ﻨﺩﺭ ﻓﻴﻪ ﺍﺴﺘﺨﺩﺍﻡ ﺤﺎﻻﺕ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻭﺍﻻﺴﺘﺒﺎﻕ ،ﻋﺩﻡ

ﺘﻼﻋﺏ ﺍﻟﺭﺍﻭﻱ ﻜﺜﻴﺭﺍ ﺒﺘﺭﺘﻴﺏ ﺍﻷﺤﺩﺍﺙ ﺍﻟﻤﻜﻭﻨﺔ ﻟﻠﺤﻜﺎﻴﺔ ،ﺤﻴﺙ ﺭﺍﻋﻰ ﻨﻅﺎﻤﻬﺎ ﺘﻘﺭﻴﺒﺎ ﻓﻲ
ﺍﻟﺨﻁﺎﺏ ،ﻤﻤﺎ ﺠﻌﻝ ﻨﻅﺎﻡ ﺍﻟﺴﺭﺩ ﻴﻨﺒﻨﻲ ﻋﻠﻰ ﺍﻟﺘﻌﺎﻗﺏ .ﻏﻴﺭ ﺃﻥ ﺤﻜﺎﻴﺘﻨﺎ ﻫﺫﻩ ﻟﻴﺴﺕ ﻓﻘﻁ ﺤﻜﺎﻴﺔ
ﻭﺍﻟﻲ ﺍﻟﺒﺼﺭﺓ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻓﻲ ﺍﻟﺤﺎﻀﺭ ،ﻭﻟﻜﻨﻬﺎ ﺃﻴﻀﺎ ﺤﻜﺎﻴﺔ ﻤﺘﺼﻠﺔ ﺒﺎﻟﻤﺎﻀﻲ )ﺯﻤﻥ

ﻋﺸﻕ ﺍﻟﻔﺘﻰ ﻟﻠﺠﺎﺭﻴﺔ( ﺍﺘﺼﺎﻟﻬﺎ ﺒﺎﻟﻤﺴﺘﻘﺒﻝ )ﺯﻤﻥ ﺯﻭﺍﺝ ﺍﻟﻌﺎﺸﻕ ﺒﻤﻌﺸﻭﻗﺘﻪ(؛ ﻟﺫﻟﻙ ﺠﺎﺀﺕ ﺤﺎﻻﺕ
ﺍﻻﺴﺘﺭﺠﺎﻉ ﻭﺍﻻﺴﺘﺒﺎﻕ ﺍﻟﻨﺎﺩﺭﺓ ﻤﻀﻔﻴﺔ ﻨﻭﻋﺎ ﻤﻥ ﺍﻟﺤﺭﻜﺔ ﻭﺍﻟﺘﻨﻭﻴﻊ ﻋﻠﻰ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ،ﻭﻟﻜﻥ

ﻋﻤﻭﺩﻫﺎ ﺍﻟﻔﻘﺭﻱ ﻫﻭ ﺍﻟﺤﺎﻀﺭ.

ﺏ .ﺇﻴﻘﺎﻉ ﺍﻟﺴﺭﺩ:

ﺇﻥ ﺍﻷﺤﺩﺍﺙ ﻓﻲ ﺍﻟﻨﺹ ﺍﻟﺴﺭﺩﻱ ﻻ ﺘﺭﺩ ﻓﻴﻪ ﻤﺜﻠﻤﺎ ﺤﺩﺜﺕ ﻓﻲ ﺍﻟﻭﺍﻗﻊ ،ﻓﺎﻟﺴﺎﺭﺩ ﻭﻫﻭ

ﻴُﻌﺎﻟﺞ ﺤﺩﺜﺎ ﺃﻭ ﺸﺨﺼﻴﺔ ﻀﻤﻥ ﺇﻁﺎﺭ ﺯﻤﻨﻲ ﻤﻌﻴﻥ ﻴﺠﺩ ﻨﻔﺴﻪ ﺃﺤﻴﺎﻨﺎ ﺃﻤﺎﻡ ﺴﻨﻭﺍﺕ ﻭﺃﺤﺩﺍﺙ ﻏﻴﺭ
ﻤﻬﻤﺔ ،ﻭﻟﻴﺴﺕ ﻟﻬﺎ ﻋﻼﻗﺔ ﻭﺜﻴﻘﺔ ﺒﻤﺎ ﻴﺘﻨﺎﻭﻟﻪ ،ﻭﻋﻨﺩﻫﺎ ﻴﻀﻁﺭ ﺇﻟﻰ ﺘﺴﺭﻴﻊ ﺍﻟﺴﺭﺩ .ﻭﺃﺤﻴﺎﻨﺎ ﺃﺨﺭﻯ
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ﻴﺤﺩﺙ ﺍﻟﻌﻜﺱ ﺘﻤﺎﻤﺎ ،ﻓﺘﺘﻡ ﻋﻤﻠﻴﺔ ﺘﺒﻁﻲﺀ ﺍﻟﺴﺭﺩ ﻓﻲ ﻟﺤﻅﺎﺕ ﻤﻬﻤﺔ ﻴﺤﺘﺎﺝ ﺍﻟﻨﺹ ﺍﻟﺴﺭﺩﻱ ﻓﻴﻬﺎ

ﻟﻬﺫﺍ ﺍﻹﺠﺭﺍﺀ ﻟﻴﺒﻴﻥ ﺨﻁﻭﺭﺓ ﺍﻷﺤﺩﺍﺙ .ﻭﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ  ،ﺸﺄﻨﻬﺎ ﺸﺄﻥ ﺃﻱ ﻨﺹ ﺴﺭﺩﻱ،

ﻴﻅﻬﺭ ﻓﻴﻬﺎ ﺇﻴﻘﺎﻉ ﺍﻟﺴﺭﺩ ﺒﻤﻅﻬﺭﻴﻪ ﺍﻷﺴﺎﺴﻴﻴﻥ :ﺍﻟﺴﺭﻋﺔ ﻭﺍﻟﺒﻁﺀ ،ﻤﺴﺘﺜﻤﺭﺓ ﺍﻟﺤﺭﻜﺎﺕ ﺍﻟﺴﺭﺩﻴﺔ
ﺍﻷﺭﺒﻊ:

ﺍﻟﻤﺠﻤﻝ) (22ﻭﺍﻹﻀﻤﺎﺭ)(23

ﺍﻤﺘﺩﺍﺩ ﺍﻟﺤﻜﺎﻴﺔ.

ﻭﺍﻟﻤﺸﻬﺩ)(24

ﺍﻟﺤﻜﺎﻴﺔ ﻭﻴﺘﺴﻊ ﺍﻟﺨﻁﺎﺏ.

ﻓﻲ ﺤﺎﻝ ﺘﺴﺭﻴﻊ ﺍﻟﺴﺭﺩ ،ﺤﻴﺙ ﻴﻀﻤﺭ ﺍﻟﺨﻁﺎﺏ ﻤﻘﺎﺒﻝ

ﻭﺍﻟﻭﻗﻔﺔ

ﺍﻟﻭﺼﻔﻴﺔ)(25

ﻓﻲ ﺤﺎﻝ ﺘﻌﻁﻴﻝ ﺍﻟﺴﺭﺩ ،ﺤﻴﺙ ﺘﻀﻤﺭ

ﻤﺩﺓ ﺍﻟﺤﻜﺎﻴﺔ:

ﻭﻓﻲ ﺤﻜﺎﻴﺔ " ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ﻨﺠﺩ ﺃﻥ ﺍﻟﺭﺍﻭﻱ ﻗﺩﻡ ﺃﺤﺩﺍﺜﺎ

ﻭﻭﻗﺎﺌﻊ ﻤﺘﺼﻠﺔ ﺍﻟﺤﻠﻘﺎﺕ ،ﺒﺩﺍﻴﺘﻬﺎ ﺒﻜﺎﺀ ﻭﺸﺭ ﻭﻋﻘﺎﺏ ﻭﻨﻬﺎﻴﺘﻬﺎ ﻓﺭﺡ ﻭ ﺴﺭﻭﺭ ﻭﺠﺯﺍﺀ .ﻭﻟﻜﻥ ﻜﻡ
ﻴﻔﺼﻝ ﺒﻴﻥ ﺯﻤﻥ ﺃﺤﺩﺍﺙ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺯﻤﻥ ﺴﺭﺩﻫﺎ ﺃﻭ ﺭﻭﺍﻴﺘﻬﺎ ؟ ﻻ ﻨﺩﺭﻱ ﻋﻠﻰ ﻭﺠﻪ ﺍﻟﺩﻗﺔ .ﺇﻻ ﺃﻥ

ﺃﺤﺩﺍﺙ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺩﺍﺭﺕ ﻓﻲ ﻴﻭﻤﻴﻥ ﻜﻤﺎ ﻴﻔﻬﻡ ﻤﻥ ﺍﻟﻨﺹ .ﻓﺈﺫﺍ ﺸﺌﻨﺎ ﺃﻥ ﻨﻌﻴﺩ ﺒﻨﺎﺀ ﺍﻟﺤﻜﺎﻴﺔ

ﻭﺠﺩﻨﺎﻫﺎ ﺘﺴﺘﻤﺭ ﻤﻥ ﺯﻤﻥ ﺍﻟﻌﺸﻕ ﺒﻴﻥ ﺍﻟﺸﺎﺏ ﺍﻟﻤﺘﻬﻡ ﺒﺎﻟﺴﺭﻗﺔ ﻭﻤﺤﺒﻭﺒﺘﻪ ﺇﻟﻰ ﺯﻤﻥ ﺯﻭﺍﺠﻬﻤﺎ .ﺇﻻ

ﺃﻥ ﺍﻟﻨﺹ ﻴﻨﻁﻠﻕ ﻤﻥ ﺯﻤﻥ ﺭﻓﻊ ﺇﺤﺩﻯ ﺃﺴﺭ ﺍﻟﺒﺼﺭﺓ ﺩﻋﻭﻯ ﺃﻤﺎﻡ ﺃﻤﻴﺭ ﺍﻟﺒﺼﺭﺓ ﺨﺎﻟﺩ ﺍﻟﻘﺴﺭﻱ،
ﻋﻠﻰ ﺸﺎﺏ ﺒﺘﻬﻤﺔ ﺍﻟﺴﺭﻗﺔ .ﻓﺎﻟﻤﺩﺓ ﺍﻟﺘﻲ ﺍﺴﺘﻐﺭﻗﺘﻬﺎ ﺍﻷﺤﺩﺍﺙ ﻤﻥ ﺒﺩﺍﻴﺔ ﺍﻟﻌﺸﻕ ﺒﻴﻥ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ

ﺘﻡ ﺇﻟﻘﺎﺀ ﺍﻟﻘﺒﺽ ﻋﻠﻴﻪ ﺒﺘﻬﻤﺔ ﺍﻟﺴﺭﻗﺔ ﻭﻤﺜﻭﻟﻪ ﺃﻤﺎﻡ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻟﻴﺤﺎﻜﻡ ﻏﻴﺭ
ﻭﻤﺤﺒﻭﺒﺘﻪ ﺇﻟﻰ ﺃﻥ ّ
ﻤﻌﺭﻭﻓﺔ ﻭﻏﻴﺭ ﻤﺤﺩﺩﺓ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ،ﺃﻫﻲ ﺃﻴﺎﻡ ﺃﻡ ﺃﺴﺎﺒﻴﻊ ﺃﻡ ﺃﺸﻬﺭ ﺃﻡ ﺃﻋﻭﺍﻡ؟ ﻻ ﻨﺩﺭﻱ .ﺃﻤﺎ ﺍﻟﻤﺩﺓ
ﺍﻟﺘﻲ ﺍﺴﺘﻐﺭﻗﺘﻬﺎ ﺍﻷﺤﺩﺍﺙ ﻤﻥ ﻟﺤﻅﺔ ﺭﻓﻊ ﺍﻟﺩﻋﻭﻯ ﻋﻠﻰ ﺍﻟﺸﺎﺏ ﺃﻤﺎﻡ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺤﺒﺴﻪ ﺤﺘﻰ

ﺘﻡ ﺘﺯﻭﻴﺠﻪ ﺒﻤﺤﺒﻭﺒﺘﻪ ﻓﻬﻲ ﻤﻌﺭﻭﻓﺔ ،ﻓﺎﻟﺭﺍﻭﻱ ﺴﺎﻕ ﻟﻨﺎ ﻫﺫﻩ ﺍﻟﻤﺩﺓ ﻓﻲ ﻴﻭﻤﻴﻥ ﻤﺭﺍﻭﺤﺎ ﺒﻴﻥ ﺍﻟﻤﺠﻤﻝ

ﻭﺍﻟﻤﺸﻬﺩ ﻓﺎﺼﻼ ﺒﻴﻨﻬﻤﺎ ﺒﻔﺘﺭﺍﺕ ﻴﻀﻤﺭﻫﺎ ﻭﻴﻁﻭﻴﻬﺎ.

ﻭﻤﻥ ﺍﻟﻤﻼﺤﻅ ﻓﻲ ﺤﻜﺎﻴﺘﻨﺎ ﺃﻨﻬﺎ ﺍﻨﻁﻠﻘﺕ ﻤﻥ ﺍﻟﻤﺠﻤﻝ ،ﻭﺍﺨﺘﺘﻤﺕ ﺒﻪ ،ﺤﻴﺙ ﻅﻬﺭ ﻓﻲ

ﺒﺩﺍﻴﺔ ﺍﻟﺤﻜﺎﻴﺔ "ﻤﻤﺎ ﻴﺤﻜﻰ ﺃﻥ ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻜﺎﻥ ﺃﻤﻴﺭ ﺍﻟﺒﺼﺭﺓ ﻓﺠﺎﺀ ﺇﻟﻴﻪ ﺠﻤﺎﻋﺔ

ﻤﺘﻌﻠﻘﻭﻥ ﺒﺸﺎﺏ)"...ﺹ .(330ﻭﻅﻬﺭ ﻓﻲ ﻨﻬﺎﻴﺔ ﺍﻟﺤﻜﺎﻴﺔ "ﺇﻥ ﺨﺎﻟﺩﺍ ﺃﻤﺭ ﺒﺤﻤﻝ ﺍﻟﻤﺎﻝ ﺇﻟﻰ ﺩﺍﺭ

ﺍﻟﻔﺘﻰ ﻤﺯﻓﻭﻓﺎ ﻓﻲ ﺍﻟﺼﻭﺍﻨﻲ ﻭﺍﻨﺼﺭﻑ ﺍﻟﻨﺎﺱ ﻭﻫﻡ ﻤﺴﺭﻭﺭﻭﻥ)"... ،ﺹ .(333ﻜﻤﺎ ﺃﻥ ﺍﻟﺭﺍﻭﻱ
ﻭﻅﻑ ﺍﻟﻤﺠﻤﻝ ﻓﻲ ﺃﻜﺜﺭ ﻤﻥ ﻤﻭﻀﻊ ﻓﻲ ﻋﺭﺽ ﺍﻟﺤﻜﺎﻴﺔ ،ﻟﻠﺭﺒﻁ ﺒﻴﻥ ﺍﻟﻤﻘﺎﻁﻊ ﺍﻟﺴﺭﺩﻴﺔ ،ﻭﻤﻝﺀ

ﺒﻌﺽ ﺍﻟﻔﺭﺍﻏﺎﺕ ﺍﻟﺘﻲ ﻴﺘﺭﻜﻬﺎ ﺍﻟﺴﺭﺩ ،ﻭﺠﻌﻠﻪ ﺃﺤﻴﺎﻨﺎ ﻴﻠﺘﻘﻲ ﺒﺎﻻﺴﺘﺭﺠﺎﻉ ﻭﻴﺘﻘﺎﻁﻊ ﻤﻌﻪ ،ﺤﻴﺙ ﻴﺘﻡ
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ﺘﻠﺨﻴﺹ ﺤﺩﺙ ﺠﺭﻯ ﻓﻲ ﺍﻟﻤﺎﻀﻲ ﻭ ﺘﺴﺘﺭﺠﻌﻪ ﺍﻟﺸﺨﺼﻴﻪ ﻓﻲ ﻜﻼﻤﻬﺎ ،ﻭﻫﺫﺍ ﺍﻟﻨﻭﻉ ﻤﻥ ﺍﻟﻤﺠﻤﻝ
ﻴﻁﻠﻕ ﻋﻠﻴﻪ )ﺍﻟﻤﺠﻤﻝ ﺍﻻﺴﺘﺭﺠﺎﻋﻲ( ﺤﻴﺙ ﻴﻘﺩﻡ ﻟﻨﺎ ﺇﻀﺎﺀﺍﺕ ﻭﻤﻌﻁﻴﺎﺕ ﺤﻭﻝ ﻤﺎﻀﻲ ﺍﻟﺸﺨﺼﻴﺔ
ﻭﻤﺎ ﻴﻨﺒﻨﻲ ﻋﻠﻴﻪ ﻤﻥ ﺃﺤﺩﺍﺙ ،ﻭﺫﻟﻙ ﻓﻲ ﺸﻜﻝ ﻤﺠﻤﻝ .ﻭﻫﻭ ﻤﺎ ﻨﻤﺜﻝ ﻟﻪ ﺒﻬﺫﻩ ﺍﻟﻌﺒﺎﺭﺓ ﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ:

ﻓﺘﻭﺠﻪ ﺇﻟﻰ ﺃﻫﻠﻬﺎ"..،
" ﻓﺄﺨﺒﺭﺘﻪ ﺒﺄﻥ ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﻋﺎﺸﻕ ﻟﻬﺎ ،ﻭﻫﻲ ﻋﺎﺸﻘﺔ ﻟﻪ ،ﻭﺇﻨﻤﺎ ﺃﺭﺍﺩ ﺯﻴﺎﺭﺘﻬﺎ ّ

)ﺹ.(332

ﺃﻤﺎ ﺍﻹﻀﻤﺎﺭ ﺍﻟﺫﻱ ﻴﻌﺩ ﺘﺴﺭﻴﻌﺎ ﻟﻠﺴﺭﺩ ﻭﻴﺘﻤﻴﺯ ﺒﺈﺴﻘﺎﻁ ﻓﺘﺭﺓ ﺃﻭ ﻓﺘﺭﺍﺕ ﻤﻥ ﺯﻤﻥ

ﺍﻟﺤﻜﺎﻴﺔ ،ﻓﻘﺩ ﺠﺎﺀ ﻤﻤﺘﺯﺠﺎ ﺒﺎﻟﻤﺠﻤﻝ ﻜﻤﺎ ﻓﻲ ﺍﻟﻌﺒﺎﺭﺓ ﺍﻟﺴﺎﺒﻘﺔ ﺍﻟﺘﻲ ﺘﺸﻴﺭ ﺇﺸﺎﺭﺓ ﻋﺎﺒﺭﺓ ﺇﻟﻰ
ﻤﻀﻤﻭﻥ ﺍﻟﻔﺘﺭﺓ ﺍﻟﺯﻤﻨﻴﺔ ﺍﻟﻤﺤﺫﻭﻓﺔ ﺩﻭﻥ ﺘﺠﺎﻭﺯ ﺫﻟﻙ ﺇﻟﻰ ﺍﻟﺘﺼﺭﻴﺢ ،ﻭﺍﻹﻀﻤﺎﺭ ﻓﻲ ﺍﻟﻌﺒﺎﺭﺓ

ﺍﻟﺴﺎﺒﻘﺔ ﻨﺠﺩﻩ ﺒﻴﻥ )ﺯﻤﻥ ﻋﺸﻕ ﺍﻟﻔﺘﻰ ﻟﻠﺠﺎﺭﻴﺔ ﻭﺯﻤﻥ ﺯﻴﺎﺭﺘﻬﺎ ﻓﻲ ﺩﺍﺭ ﺃﻫﻠﻬﺎ ﻟﻴﻼ( ،ﻓﻨﺤﻥ ﻻ
ﻨﺩﺭﻱ ﻜﻡ ﻴﻔﺼﻝ ﺒﻴﻨﻬﻤﺎ ،ﻭﻤﺎﺠﺭﻯ ﻤﻥ ﺃﺤﺩﺍﺙ ﻓﻲ ﻫﺫﻩ ﺍﻟﻔﺘﺭﺓ ﺍﻟﺯﻤﻨﻴﺔ ،ﻜﻤﺎ ﺃﻥ ﻫﺫﺍ ﺍﻹﻀﻤﺎﺭ

ﺠﺎﺀ ﻤﻤﺘﺯﺠﺎ ﺒﺘﻘﻨﻴﺔ ﺍﻻﺴﺘﺭﺠﺎﻉ ﺇﺫ ﻴﺭﺩ ﻫﺫﺍ ﺍﻹﻀﻤﺎﺭ ﻓﻲ ﺍﺴﺘﺭﺠﺎﻉ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﻟﻠﺯﻤﻨﻴﻥ
ﺍﻟﻤﺎﻀﻲ ﺍﻟﻘﺭﻴﺏ ﻭﺍﻟﻤﺎﻀﻲ ﺍﻟﺒﻌﻴﺩ .ﻭﻜﺫﻟﻙ ﻨﺠﺩ ﺍﻹﻀﻤﺎﺭ ﻤﻤﺘﺯﺠﺎ ﻤﻊ ﺍﻟﻤﺠﻤﻝ ﻓﻲ ﺍﻟﻌﺒﺎﺭﺓ
ﺍﻵﺘﻴﺔ" :ﺒﻌﺩ ﺃﻥ ﺘﺤﺩﺙ ﻤﻊ ﺍﻟﺸﺎﺏ ﺃﻤﺭ ﺒﻪ ﺇﻟﻰ ﺍﻟﺴﺠﻥ ﻓﻤﻜﺙ ﻓﻴﻪ ﻟﻴﻠﺘﻪ ﻓﻠﻤﺎ ﺃﺼﺒﺢ ﺍﻟﺼﺒﺎﺡ

ﺤﻀﺭ ﺍﻟﻨﺎﺱ )"...ﺹ .(331ﻭﻗﺩ ﺠﺎﺀ ﺍﻹﻀﻤﺎﺭ ﻫﻨﺎ ﻓﺎﺼﻼ ﺒﻴﻥ ﺍﻟﻴﻭﻤﻴﻥ ﺍﻟﻠﺫﻴﻥ ﺍﺴﺘﻐﺭﻗﺘﻬﻤﺎ

ﺃﺤﺩﺍﺙ ﺍﻟﺤﻜﺎﻴﺔ.

ﻭﻟﺌﻥ ﻜﺎﻥ ﺍﻟﻤﺠﻤﻝ ﻭﺍﻹﻀﻤﺎﺭ ﻴﺴﻬﻤﺎﻥ ﻓﻲ ﺘﺴﺭﻴﻊ ﺍﻟﺤﺭﻜﺔ ﺍﻟﺴﺭﺩﻴﺔ ،ﻓﺈﻥ ﻫﺫﻩ ﺍﻷﺨﻴﺭﺓ

ﺘﺼﺒﺢ ﺒﻁﻴﺌﺔ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺒﺴﺒﺏ ﺍﺴﺘﺨﺩﺍﻡ ﺍﻟﺭﺍﻭﻱ ﻟﺘﻘﻨﻴﺘﻲ ﺍﻟﻤﺸﻬﺩ ﻭﺍﻟﻭﻗﻔﺔ .ﻭﻤﻤﺎ ﻴﺴﺘﺭﻋﻲ
ﺍﻻﻨﺘﺒﺎﻩ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﻨﻘﺎﺭﺒﻬﺎ ﺃﻨﻬﺎ ﺘﺯﺨﺭ ﺒﺎﻟﻜﺜﻴﺭ ﻤﻥ ﺍﻟﻤﺸﺎﻫﺩ ﺍﻟﺤﻭﺍﺭﻴﺔ ،ﺴﻭﺍﺀ ﺍﻟﺘﻲ ﺘﺭﺩ

ﻋﻠﻰ ﺃﻟﺴﻨﺔ ﺍﻟﺸﺨﺼﻴﺎﺕ ﻓﻴﻤﺎ ﺒﻴﻨﻬﺎ ،ﺃﻭ ﺍﻟﻤﺸﺎﻫﺩ ﺍﻟﺘﻲ ﻴﺘﺘﺒﻊ ﻓﻴﻬﺎ ﺍﻟﺭﺍﻭﻱ ﺤﺩﺜﺎ ﻤﺎ ﺃﻭ ﺸﺨﺼﻴﺔ
ﺘﺘﺒﻌﺎ ﺩﻗﻴﻘﺎ .ﻭﺘﻌﻤﻝ ﺍﻟﻤﺸﺎﻫﺩ ﺍﻟﺤﻭﺍﺭﻴﺔ ﻋﻠﻰ ﺘﻘﻭﻴﺔ ﺇﻴﻬﺎﻡ ﺍﻟﻤﺘﻠﻘﻲ ﺒﺎﻟﺯﻤﻥ ﺍﻟﺤﺎﻀﺭ ،ﻭﺘﻌﻁﻴﻪ

ﺇﺤﺴﺎﺴﺎ ﺒﺎﻟﻤﺸﺎﺭﻜﺔ ﻓﻲ ﺍﻟﻔﻌﻝ ،ﺇﺫ ﻴﺘﻘﻭﻯ ﻭﻫﻡ ﺍﻟﺤﻀﻭﺭ ﻜﺜﻴﺭﺍ ،ﻜﻤﺎ ﻴﻘﻭﻝ ﻤﻨﺩﻭﻻ ،ﺒﺎﻹﻜﺜﺎﺭ ﻤﻥ

ﺍﻟﺤﻭﺍﺭ ﺍﻟﺫﻱ ﻴﻨﺘﺞ ﺃﺜﺭﺍ ﺸﺒﻴﻬﺎ ﺒﻤﺎ ﻴﺤﺩﺙ ﻓﻲ ﺍﻟﻤﺴﺭﺡ ﺤﻴﺙ ﻴﻜﻭﻥ ﺍﻟﻤﺸﺎﻫﺩ ﺤﺎﻀﺭﺍ ﺒﺎﻟﻔﻌﻝ).(26

ﻓﻲ ﺤﻴﻥ ﺃﻥ ﺍﻟﻭﻗﻔﺔ ﻟﻡ ﺘﻭﻅﻑ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺴﻭﻯ ﻤﺭﺓ ﻭﺍﺤﺩﺓ ،ﻭﻤﺴﺎﺤﺘﻬﺎ ﻗﺼﻴﺭﺓ ﺠﺩﺍ ،ﻭﻻ ﺘﺘﻌﺩﻯ

ﺴﻁﺭﺍ ﻓﻲ ﺍﻟﻨﺹ .ﻭﻗﺩ ﻭﺭﺩﺕ ﻓﻲ ﺒﺩﺍﻴﺔ ﺍﻟﺤﻜﺎﻴﺔ ﻋﻨﺩﻤﺎ ﻭﺼﻑ ﺍﻟﺭﺍﻭﻱ ﺍﻟﻤﻅﻬﺭ ﺍﻟﺨﺎﺭﺠﻲ
ً
ﻟﻠﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﺒﻘﻭﻟﻪ " :ﻓﺠﺎﺀ ﺇﻟﻴﻪ ﺠﻤﺎﻋﺔ ﻤﺘﻌﻠﻘﻭﻥ ﺒﺸﺎﺏ ﺫﻱ ﺠﻤﺎﻝ ﺒﺎﻫﺭ ،ﻭﺃﺩﺏ ﻅﺎﻫﺭ ،ﻭﻋﻘﻝ
ﻭﺍﻓﺭ ،ﻭﻫﻭ ﺤﺴﻥ ﺍﻟﺼﻭﺭﺓ ،ﻁﻴﺏ ﺍﻟﺭﺍﺌﺤﺔ ،ﻭﻋﻠﻴﻪ ﺴﻜﻴﻨﺔ ﻭﻭﻗﺎﺭ")ﺹ.(330
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ﺇﻥ ﻭﺼﻑ ﺍﻟﻤﻅﻬﺭ ﺍﻟﺨﺎﺭﺠﻲ ﻟﻠﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ،ﻟﻡ ﻴﺄﺕ ﻟﻐﺎﻴﺎﺕ ﺠﻤﺎﻟﻴﺔ ﺃﻭ

ﺘﺯﻴﻨﻴﺔ ،ﻭﺇﻨﻤﺎ ﻟﻴﺅﺩﻱ ﻭﻅﻴﻔﺔ ﺘﻔﺴﻴﺭﻴﺔ ﺘﻔﺴﺭ ﺴﺒﺏ ﻋﺩﻡ ﺍﻗﺘﻨﺎﻉ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﺄﻥ ﻫﺫﺍ ﺍﻟﺸﺎﺏ

ﺴﺎﺭﻕ ،ﻭﻟﻠﺩﻻﻟﺔ ﻋﻠﻰ ﺤﻘﻴﻘﺔ ﻤﻌﻴﻨﺔ ﻭﻫﻲ ﺃﻥ ﻫﺫﺍ ﺍﻟﺸﺎﺏ ﻟﻴﺱ ﺴﺎﺭﻗﺎ ﻓﻤﻅﻬﺭﻩ ﺍﻟﺨﺎﺭﺠﻲ ﻻﻴﻭﺤﻲ
ﺒﺫﻟﻙ ﻭﺃﻥ ﻭﺭﺍﺀﻩ ﻗﺼﺔ ﺃﺨﺭﻯ.

ﻭﺍﻟﻅﺎﻫﺭﺓ ﺍﻟﺒﺎﺭﺯﺓ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﻫﻲ ﺃﻥ ﺍﻟﻤﺸﺎﻫﺩ ﺍﻟﺤﻭﺍﺭﻴﺔ ﺒﻨﻭﻋﻴﻬﺎ ﻭﺍﻟﺘﻲ ﺘﻌﺩ ﺍﻟﻤﺤﻭﺭ

ﺍﻷﺴﺎﺱ ﺍﻟﺫﻱ ﺘﻨﻬﺽ ﻋﻠﻴﻪ ﺍﻟﺤﻜﺎﻴﺔ ،ﺘﺒﺩﺃ ﺒﺎﻟﻤﺠﻤﻝ ﻭﺘﻨﺘﻬﻲ ﺒﻪ ،ﻜﻤﺎ ﻴﺘﺨﻠﻠﻬﺎ ﺃﺤﻴﺎﻨﺎ ﺍﻟﻤﺠﻤﻝ
ﻭﺍﻹﻀﻤﺎﺭ .ﻭﻤﻥ ﺍﻟﻤﺸﺎﻫﺩ ﺍﻟﺘﻲ ﺘﺒﻨﻰ ﻤﻥ ﺨﻼﻝ ﺍﻟﺤﻭﺍﺭﺍﺕ:

ﺃ .ﺍﻟﺤﻭﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﺠﻤﺎﻋﺔ ﺍﻟﺘﻲ ﻗﺒﻀﺕ ﻋﻠﻰ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ.

ﺏ .ﺍﻟﺤﻭﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ.

ﺕ .ﺍﻟﺤﻭﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ.

ﺙ .ﺍﻟﺤﻭﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﻭﺍﻟﺩ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ.

ﺝ .ﺍﻟﺤﻭﺍﺭ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﺸﺎﺏ ﺍﻟﻔﺘﻰ.

ﻭﻴﻤﻜﻥ ﺍﻟﺘﻤﺜﻴﻝ ﺒﺎﻟﺤﻭﺍﺭ ﺍﻵﺘﻲ ﺒﻴﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻭﺍﻟﺸـﺎﺏ ﺍﻟﺴﺎﺭﻕ ﺍﻟﺫﻱ ﻴﺒﺩﺃ ﺒﺎﻟﻤﺠﻤﻝ

ﻭﻴﻨﺘﻬﻲ ﺒﻪ ﻭﻴﺘﺨﻠﻠﻪ ﻜﺫﻟﻙ ﻤﻊ ﺍﻹﻀﻤﺎﺭ " :ﻭﺴﺄﻟﻪ ﻋﻥ ﻗﺼﺘﻪ )ﻤﺠﻤﻝ( ﻓﻘﺎﻝ :ﺇﻥ ﺍﻟﻘﻭﻡ ﺼﺎﺩﻗﻭﻥ
ﻓﻴﻤﺎ ﻗﺎﻟﻭﻩ ،ﻭﺍﻷﻤﺭ ﻋﻠﻰ ﻤﺎ ﺫﻜﺭﻭﺍ ،ﻓﻘﺎﻝ ﻟﻪ ﺨﺎﻟﺩ :ﻤﺎ ﺤﻤﻠﻙ ﻋﻠﻰ ﺫﻟﻙ ﻭﺃﻨﺕ ﻓﻲ ﻫﻴﺌﺔ ﺠﻤﻴﻠﺔ،

ﻭﺼﻭﺭﺓ ﺤﺴﻨﺔ؟ ﻗﺎﻝ :ﺤﻤﻠﻨﻲ ﻋﻠﻰ ﺫﻟﻙ ﺍﻟﻁﻤﻊ ﻓﻲ ﺍﻟﺩﻨﻴﺎ ،ﻭﻗﻀﺎﺀ ﺍﷲ ﺴﺒﺤﺎﻨﻪ ﻭﺘﻌﺎﻟﻰ .ﻓﻘﺎﻝ ﻟﻪ
ﺨﺎﻟﺩ :ﺜﻜﻠﺘﻙ ﺃﻤﻙ!! ﺃﻤﺎ ﻜﺎﻥ ﻟﻙ ﻓﻲ ﺠﻤﺎﻝ ﻭﺠﻬﻙ ﻭﻜﻤﺎﻝ ﻋﻘﻠﻙ ﻭﺤﺴـﻥ ﺃﺩﺒﻙ ﺯﺍﺠﺭ ﻴﺯﺠﺭﻙ

ﻋﻥ ﺍﻟﺴـﺭﻗﺔ؟ ﻗﺎﻝ :ﺩﻉ ﻋﻨﻙ ﻫﺫﺍ ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ،ﻭﺍﻤﺽ ﺇﻟﻰ ﻤﺎ ﺃﻤﺭ ﺍﷲ ﺒﻪ ،ﻓﺫﻟﻙ ﻤﻤﺎ ﻜﺴـﺒﺕ

ﻴـﺩﺍﻱ ،ﻭﻤﺎ ﺍﷲ ﺒﻅﻼﻡ ﻟﻠﻌﺒﻴﺩ .ﻓﻨﻅﺭ ﺨﺎﻟﺩ ﺴـﺎﻋﺔ ﻴﻔﻜﺭ ﻓﻲ ﺃﻤﺭ ﺍﻟﻔﺘـﻰ )ﻤﺠﻤﻝ( ﺜﻡ ﺃﺩﻨﺎﻩ ﻤﻨﻪ
)ﺇﻀﻤﺎﺭ( ﻭﻗﺎﻝ ﻟﻪ :ﺇﻥ ﺍﻋﺘﺭﺍﻓﻙ ﻋﻠﻰ ﺭﺅﻭﺱ ﺍﻷﺸﻬﺎﺩ ﻗﺩ ﺭﺍﺒﻨﻲ ،ﻭﻤﺎ ﺃﻅﻨﻙ ﺴﺎﺭﻗﺎ ،ﻭﻟﻌﻝ ﻟﻙ

ﻗﺼﺔ ﻏﻴﺭ ﺍﻟﺴـﺭﻗﺔ ،ﻓﺄﺨﺒﺭﻨﻲ ﺒﻬﺎ .ﻗﺎﻝ :ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ﻻ ﻴﻘﻊ ﻓﻲ ﻨﻔﺴﻙ ﺸﻰﺀ ﺴﻭﻯ ﻤﺎ ﺍﻋﺘﺭﻓﺕ
ﺒﻪ ﻋﻨﺩﻙ ،ﻭﻟﻴﺱ ﻟﻲ ﻗﺼﺔ ﺃﺸـﺭﺤﻬﺎ ﺇﻻ ﺃﻨﻲ ﺩﺨﻠﺕ ﺩﺍﺭ ﻫﺅﻻﺀ ﻓﺴـﺭﻗﺕ ﻤﺎ ﺃﻤﻜﻨﻨﻲ ﻓﺄﺩﺭﻜﻭﻨﻲ

ﻭﺃﺨـﺫﻭﻩ ﻤﻨـﻲ ﻭﺤﻤﻠﻭﻨﻲ ﺇﻟﻴﻙ .ﻓﺄﻤﺭ ﺨﺎﻟﺩ ﺒﺤﺒﺴـﻪ ،ﻭﺃﻤـﺭ ﻤﻨﺎﺩ ﻴﻨـﺎﺩﻱ ﺒﺎﻟﺒﺼﺭﺓ )ﻤﺠﻤﻝ(

.(330)"...
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ﻴﺴﺭﻋﺎﻥ ﻋﻤﻠﻴﺔ ﺍﻟﺴﺭﺩ ،ﻓﺈﻥ ﺍﻟﺯﻤﻥ
ﻭﻴﻤﻜﻥ ﺍﻟﻘﻭﻝ ﺇﻨﻪ ﻟﻭﻻ ﺍﻟﻤﺠﻤﻝ ﻭﺍﻹﻀﻤﺎﺭ ﺍﻟﻠﺫﺍﻥ ّ
ﺍﻟﺫﻱ ﺍﺴﺘﻐﺭﻗﻪ ﺍﻟﺤﻭﺍﺭ ﻜﻤﺎ ﻫﻭ ﻓﻲ )ﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ( ﻴﺴﺎﻭﻱ ﺘﻘﺭﻴﺒﺎ ﺍﻟﺯﻤﻥ ﺍﻟﺫﻱ ﻴﻤﻜﻥ ﺃﻥ

ﻴﺴﺘﻐﺭﻗﻪ ﺍﻟﺭﺍﻭﻱ ﻓﻲ ﺴﺭﺩﻩ ﻟﻪ )ﺯﻤﻥ ﺍﻟﺨﻁﺎﺏ( .ﺫﻟﻙ ﺃﻥ ﺍﻟﻤﺸﻬﺩ ﺍﻟﺤﻭﺍﺭﻱ "ﻴﻔﺘﺭﺽ ﺃﻥ ﻴﺤﻘﻕ
ﻨﻭﻋﺎ ﻤﻥ ﺍﻟﺘﻁﺎﺒﻕ ﺍﻟﻨﺴﺒﻲ ﺒﻴﻥ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺍﻟﻤﺤﻜﻲ ،ﺒﺤﻴﺙ ﺇﻥ ﺍﻟﻤﺩﺓ ﺍﻟﺘﻲ ﺘﺴﺘﻐﺭﻗﻬﺎ ﺍﻟﺤﺎﺩﺙ ﻓﻲ
ﻭﻗﻭﻋﻪ ﻫﻲ ﻨﻔﺱ ﺍﻟﻤﺩﺓ ﺍﻟﺘﻲ ﺘﺴﺘﻐﺭﻗﻬﺎ ﻋﻤﻠﻴﺔ ﺍﻟﺤﻜﻲ؛ ﻤﺎ ﺩﻤﻨﺎ ﻨﺘﺨﻴﻝ ﺍﻟﺤﺎﺩﺙ ﻭﻨﺘﺼﻭﺭﻩ").(27

ﺃﻤﺎ ﺍﻟﻨﻭﻉ ﺍﻟﺜﺎﻨﻲ ﻤﻥ ﺃﻨﻭﺍﻉ ﺍﻟﻤﺸﻬﺩ ﻭﺍﻟﺫﻱ ﻴﺘﺘﺒﻊ ﻓﻴﻪ ﺍﻟﺭﺍﻭﻱ ﺤﺩﺜﺎ ﻤﺎ ﺃﻭﺸﺨﺼﻴﺔ ﻤﻥ

ﺸﺨﺼﻴﺎﺕ ﺍﻟﺤﻜﺎﻴﺔ ،ﻓﻘﺩ ﻭﻅﻑ ﺒﻜﺜﺭﺓ ﻜﺫﻟﻙ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ .ﻭﻴﺘﺩﺍﺨﻝ ﻓﻲ ﺍﻟﻐﺎﻟﺏ ﻤﻊ ﺍﻟﻤﺸﺎﻫﺩ

ﺍﻟﺤﻭﺍﺭﻴﺔ ﻜﻤﺎ ﻫﻭ ﻭﺍﻀﺢ ﻓﻲ ﺍﻟﻤﺸﻬﺩ ﺍﻟﺤﻭﺍﺭﻱ ﺍﻟﺴﺎﺒﻕ .ﻭﻴﻤﻜﻥ ﺍﻟﺘﻤﺜﻴﻝ ﻋﻠﻰ ﺍﻟﻨﻭﻉ ﺍﻟﺜﺎﻨﻲ ﻤﻥ
ﺃﻨﻭﺍﻉ ﺍﻟﻤﺸﻬﺩ ﺒﻤﺎ ﻴﺄﺘﻲ " :ﻭﺃﻤﺭ ﺒﺈﺤﻀﺎﺭ ﺍﻟﻔﺘﻰ )ﻤﺠﻤﻝ( ﻓﺄﻗﺒﻝ ﻴﺤﺠﻝ ﻓﻲ ﻗﻴﻭﺩﻩ ،ﻭﻟﻡ ﻴﺭﻩ ﺃﺤﺩ

ﻤﻥ ﺍﻟﻨﺎﺱ ﺇﻻ ﺒﻜﻰ ﻋﻠﻴﻪ ،ﻭﺍﺭﺘﻔﻌﺕ ﺃﺼﻭﺍﺕ ﺍﻟﻨﺴﺎﺀ ﺒﺎﻟﻨﺤﻴﺏ ،ﻓﺄﻤﺭ ﺍﻟﻘﺎﻀﻲ ﺒﺘﺴﻜﻴﺕ ﺍﻟﻨﺴﺎﺀ
)ﻤﺠﻤﻝ( ،ﺜﻡ )ﺇﻀﻤﺎﺭ( ﻗﺎﻝ :ﺇﻥ ﻫﺅﻻﺀ ﺍﻟﻘﻭﻡ ﻴﺯﻋﻤﻭﻥ ﺃﻨﻙ ﺩﺨﻠﺕ ﺩﺍﺭﻫﻡ ﻭﺴﺭﻗﺕ ﻤﺎﻟﻬﻡ ،ﻓﻠﻌﻠﻙ
ﺴﺭﻗﺕ ﺩﻭﻥ ﺍﻟﻨﺼﺎﺏ ،ﻗﺎﻝ :ﺒﻝ ﺴﺭﻗﺕ ﻨﺼﺎﺒﺎ ﻜﺎﻤﻼ ،ﻗﺎﻝ :ﻟﻌﻠﻙ ﺸﺭﻴﻙ ﺍﻟﻘﻭﻡ ﻓﻲ ﺸﻲﺀ ﻤﻨﻪ،
ﻗﺎﻝ :ﺒﻝ ﻫﻭ ﺠﻤﻴﻌﻪ ﻟﻬﻡ ،ﻻ ﺤﻕ ﻟﻲ ﻓﻴﻪ .ﻓﻐﻀﺏ ﺨﺎﻟﺩ ،ﻭﻗﺎﻡ ﺇﻟﻴﻪ ﺒﻨﻔﺴﻪ ،ﻭﻀﺭﺒﻪ ﻋﻠﻰ ﻭﺠﻬﻬﻪ
ﺒﺎﻟﺴﻭﻁ ،ﻭﻗﺎﻝ ﻤﺘﻤﺜﻼ ﺒﻬﺫﺍ ﺍﻟﺒﻴﺕ:

ﻭﻴﺄﺒﻰ ﺍﷲ ﺇﻻ ﻤﺎ ﻴﺭﻴﺩ

ﻴﺭﻴﺩ ﺍﻟﻤﺭﺀ ﺃﻥ ﻴُﻌﻁﻰ ُﻤﻨﺎﻩ
ﺜﻡ )ﺇﻀﻤﺎﺭ( ﺩﻋﺎ ﺒﺎﻟﺠﺯﺍﺭ ﻟﻴﻘﻁﻊ ﻴﺩﻩ )ﻤﺠﻤﻝ(" ).(331-332

ﻤﻤﺎ ﺴﺒﻕ ﻴﻤﻜﻥ ﺍﻟﻘﻭﻝ ﺇﻥ ﺍﻟﺭﺍﻭﻱ ﺴﻠﻙ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ،ﻤﻥ ﺤﻴﺙ ﺍﻹﻴﻘﺎﻉ ﺍﻟﺯﻤﻨﻲ،

ﻤﺴﻠﻜﺎ ﺭﺍﻭﺡ ﻓﻴﻪ ﺒﻴﻥ ﺍﻟﻤﺠﻤﻝ ﻭﺍﻟﻤﺸﻬﺩ ﻭﺍﻹﻀﻤﺎﺭ ﻭﻗﻝ ﺍﺴﺘﺨﺩﺍﻤﻪ ﻟﻠﻭﻗﻔﺔ ،ﻭﻫﺫﺍ ﻴﻌﺯﺯ ﺤﻀﻭﺭﻩ

ﻭﺍﻀﻁﻼﻋﻪ ﺒﺩﻭﺭ ﺍﻨﺘﻘﺎﺌﻲ ﻭﺍﻀﺢ ،ﻓﻬﻭ ﻤﻴﺎﻝ ﺇﻟﻰ ﺍﺨﺘﺯﺍﻝ ﺯﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ ،ﺴﻭﺍﺀ ﺒﺘﻘﻠﻴﺹ ﻤﺩﺘﻪ

ﺃﻭ ﺒﺈﺴﻘﺎﻁﻪ.

ﺝ .ﺍﻟﺘﻭﺍﺘﺭ:

ﻫﻭ ﺍﻟﻤﻅﻬﺭ ﺍﻟﺜﺎﻟﺙ ﻤﻥ ﺍﻟﻤﻅﺎﻫﺭ ﺍﻷﺴﺎﺴﻴﺔ ﻟﻠﺯﻤﻨﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ .ﻭ"ﻴﺘﻤﺜﻝ ﻓﻲ ﺍﻟﻌﻼﻗﺔ ﺒﻴﻥ

ﺍﻟﻌﻤﻠﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ ﻟﻠﺤﺩﺙ ﻭﺍﻟﺘﺸﻜﻴﻝ ﺍﻟﺯﻤﻨﻲ") ،(28ﻭﻴﻌﻨﻲ ﻤﺠﻤﻭﻉ ﻋﻼﻗﺎﺕ ﺍﻟﺘﻜﺭﺍﺭ ﺒﻴﻥ ﺍﻟﺤﻜﺎﻴﺔ
ﻭﺍﻟﺨﻁﺎﺏ ،ﺃﻱ ﻨﺴﺏ ﺘﻜﺭﺍﺭ ﺍﻟﺤﺩﺙ ﻓﻲ ﺍﻟﺨﻁﺎﺏ .ﻭﻫﻭ ،ﻜﻤﺎ ﻗﺴﻤﻪ "ﺠﻴﻨﻴﺕ" ،ﺜﻼﺜﺔ ﺃﻨﻤﺎﻁ):(29

ﺃ .ﺍﻟﺴﺭﺩ ﺍﻟﻤﻔﺭﺩ ﺃﻭ ﺍﻹﻓﺭﺍﺩﻱ :ﻭﻫﻭ ﺃﻥ ﻴﺴﺭﺩ ﻤﺭﺓ ﻭﺍﺤﺩﺓ ﻤﺎ ﺤﺩﺙ ﻤﺭﺓ ﻭﺍﺤﺩﺓ.
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ﺏ .ﺍﻟﺴﺭﺩ ﺍﻟﺘﻜﺭﺍﺭﻱ ﺃﻭ ﺍﻹﻋﺎﺩﻱ :ﻭﻫﻭ ﺃﻥ ﻴﺴﺭﺩ ﻤﺎ ﺤﺩﺙ ﻤﺭﺓ ﻭﺍﺤﺩﺓ ﺃﻜﺜﺭ ﻤﻥ ﻤﺭﺓ ﻭﺒﻁﺭﻕ

ﻤﺨﺘﻠﻔﺔ.

ﺕ .ﺍﻟﺴﺭﺩ ﺍﻟﺘﺭﺩﺩﻱ ﺃﻭ ﺍﻟﺘﺄﻟﻴﻔﻲ :ﻭﻫﻭ ﺃﻥ ﻴﺴﺭﺩ ﻤﺭﺓ ﻭﺍﺤﺩﺓ ﻤﺎ ﺤﺩﺙ ﺃﻜﺜﺭ ﻤﻥ ﻤﺭﺓ.

ﻭﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﻨﻘﺎﺭﺒﻬﺎ ﻨﻼﺤﻅ ﺃﻥ ﺍﻟﻐﺎﻟﺏ ﻋﻠﻴﻬﺎ ﻫﻭ ﺍﻟﺴﺭﺩ ﺍﻟﻤﻔﺭﺩ ،ﺇﺫ ﺇﻥ ﺍﻟﻨﺹ ﺍﻟﺴﺭﺩﻱ

ﻴﻨﻘﻝ ﻟﻨﺎ ﺤﻜﺎﻴﺔ ﻭﺍﺤﺩﺓ ﻭﻫﻲ ﺤﻜﺎﻴﺔ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺠﻤﻴﻝ ،ﻭﻫﻲ ﺤﻜﺎﻴﺔ ﺍﺴﺘﻐﺭﻗﺕ
ﺃﺤﺩﺍﺜﻬﺎ ﻴﻭﻤﻴﻥ ،ﺤﻴﺙ ﺒﺩﺃ ﺍﻟﻨﺹ ﺒﺴﺭﺩ ﺍﻟﺤﻜﺎﻴﺔ ﻤﻥ ﺍﻟﻴﻭﻡ ﺍﻷﻭﻝ ﻭﻫﻭ ﺍﻟﻴﻭﻡ ﺍﻟﺫﻱ ﻴﻤﺜﻝ ﻓﻴﻪ ﺍﻟﺸﺎﺏ

ﺍﻟﺠﻤﻴﻝ ﺒﻴﻥ ﻴﺩﻱ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﺘﻬﻤﺔ ﺍﻟﺴﺭﻗﺔ ﻭﻴﻘﻀﻲ ﻟﻴﻠﺘﻪ ﻓﻲ ﺍﻟﺤﺒﺱ ،ﻭﻓﻲ ﺼﺒﺎﺡ ﺍﻟﻴﻭﻡ ﺍﻟﺜﺎﻨﻲ
ﻭﻫﻭ ﻴﻭﻡ ﺘﻨﻔﻴﺫ ﺍﻟﺤﻜﻡ ﻋﻠﻴﻪ ﺒﻘﻁﻊ ﻴﺩﻩ ،ﺘﺜﺒﺕ ﻤﺤﺒﻭﺒﺘﻪ ﺒﺭﺍﺀﺘﻪ ،ﻭﻓﻲ ﻨﻬﺎﻴﺔ ﺍﻟﻴﻭﻡ ﺍﻟﺜﺎﻨﻲ ﻴﻘﻭﻡ

ﻓﺈﻥ ﻤﺎﺤﺩﺙ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﻤﺭﺓ ﻭﺍﺤﺩﺓ ﺫﻜﺭ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ﻤﺭﺓ
ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﺘﺯﻭﻴﺠﻬﻤﺎ .ﻭﻟﺫﺍّ ،
ﺃﻥ ﺫﻟﻙ ﻟﻡ ﻴﻤﻨﻊ ﻤﻥ ﻅﻬﻭﺭ ﺍﻟﺴﺭﺩ ﺍﻟﺘﻜﺭﺍﺭﻱ ﺃﻭ ﺍﻹﻋﺎﺩﻱ ﺍﻟﺫﻱ ﺴﻴﻁﺭ ﻋﻠﻰ ﺤﺎﺩﺜﺔ
ﻭﺍﺤﺩﺓ .ﺇﻻ ّ
ﺴﺭﻗﺔ ﺍﻟﺸﺎﺏ ﺍﻷﻤﻴﺭ ﺍﻟﺘﻲ ﺫﻜﺭﺕ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ﺃﻜﺜﺭ ﻤﻥ ﻤﺭﺓ ﻭﻓﻲ ﻤﻭﺍﻗﻊ ﻤﺨﺘﻠﻔﺔ ﻭﻤﻥ
ﺸﺨﺼﻴﺎﺕ ﻤﺨﺘﻠﻔﺔ )ﺍﻟﺠﻤﺎﻋﺔ ،ﻭﺍﻟﺸﺎﺏ ﺍﻟﺠﻤﻴﻝ ،ﻭﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ،ﻭﺍﻟﺠﺎﺭﻴﺔ( ﻭﺒﻭﺠﻬﺎﺕ ﻨﻅﺭ
ﻤﺨﺘﻠﻔﺔ .ﻓﻲ ﺤﻴﻥ ﺃﻨﻨﺎ ﻻ ﻨﻌﺜﺭ ﻋﻠﻰ ﺍﻟﺴﺭﺩ ﺍﻟﺘﺭﺩﺩﻱ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ.

 .2ﺼﻴﻐﺔ ﺍﻟﺨﻁﺎﺏ:

ﺘﻌﺩ ﺍﻟﺼﻴﻐﺔ ﺍﻟﻤﻜﻭﻥ ﺍﻟﺜﺎﻨﻲ ﻤﻥ ﺍﻟﻤﻜﻭﻨﺎﺕ ﺍﻷﺴﺎﺴﻴﺔ ﻟﻠﺨﻁﺎﺏ ،ﻭﻫﻲ ﺍﻟﻁﺭﻴﻘﺔ ﺍﻟﺘﻲ ﻴﻘﺩﻡ

ﺒﻬﺎ ﺍﻟﺭﺍﻭﻱ ﺍﻟﺤﻜﺎﻴﺔ ﻟﻠﻤﺘﻠﻘﻲ) .(30ﻭﺘﻨﺘﻅﻡ ﻓﻲ ﻨﻤﻁﻴﻥ ﺃﺴﺎﺴـﻴﻴﻥ ،ﻫﻤﺎ :ﺍﻟﻌﺭﺽ ،ﻭﺍﻟــﺴﺭﺩ.
ﻭﻀﻤـﻥ ﺍﻟﺼﻴﻐﺔ ﻴﺩﻭﺭ ﺍﻟﺤﺩﻴﺙ ﻋﻥ )ﺤﻜﻲ ﺍﻷﺤـﺩﺍﺙ( ﻭ)ﺤﻜﻲ ﺍﻷﻗﻭﺍﻝ( .ﻭﻤﺎ ﻴﺨﺹ ﻓﻲ ﻫﺫﺍ
ﺍﻟﺴـﻴﺎﻕ ﻫﻭ ﺼﻴﻎ ﺍﻟﺨﻁﺎﺏ ﻋﻠﻰ ﻤﺴـﺘﻭﻯ )ﺤﻜﻲ ﺍﻷﻗﻭﺍﻝ( .ﻭﻗﺩ ﻤﻴﺯ

"ﺠﻴﻨﻴﺕ")(31

ﺃﺸﻜﺎﻝ ﻤﻥ ﺼﻴﻎ ﺍﻟﺨﻁﺎﺏ ﻟﺤﻜﻲ ﺍﻷﻗﻭﺍﻝ ﻴﻘﺩﻤﻬﺎ ﺍﻟﺭﺍﻭﻱ ﻟﻠﻤﺭﻭﻱ ﻟﻪ ،ﻭﻫﻲ:

ﺒﻴﻥ ﺜﻼﺜﺔ

ﺃ .ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﺃﻭ )ﺍﻟﻤﺭﻭﻱ( :ﻭﻫﻭ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺫﻱ ﻴﻨﻘﻠﻪ ﺍﻟﺭﺍﻭﻱ ،ﻭﻫﻭ ﻋﻠﻰ ﻤﺴﺎﻓﺔ ﺒﻌﻴﺩﺓ،
ﻤﻤﺎ ﻴﻘﻭﻟﻪ ،ﺇﺫ ﻴﻨﻘﻠﻪ " :ﻜﺤﺩﺙ ﻤﻥ ﺃﺤﺩﺍﺙ ﺍﻟﺤﻜﺎﻴﺔ .ﻻ ﻓﺭﻕ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﺒﻴﻥ ﻤﺎ ﺃﺼﻠﻪ

ﻜﻼﻡ ﻭﻤﺎ ﺃﺼﻠﻪ ﺤﺭﻜﺎﺕ ﻭﻤﻭﺍﻗﻑ ﻭﺤﺎﻻﺕ ﻨﻔﺴﻴﺔ .ﻭﻫﺫﺍ ﺍﻟﺨﻁﺎﺏ ﻫﻭ ﺍﻷﺒﻌﺩ ﻋﻥ ﺍﻷﺼﻝ ﻭﺍﻷﺸﺩ
ﺍﺨﺘﺼﺎﺭﺍ ﻟﻪ") .(32ﻭﻴﻜﻭﻥ ﺍﻹﻴﺠﺎﺯ ﺴﺒﻴﻼ ﺇﻟﻰ ﺇﺤﺩﺍﺙ ﻨﻘﻠﺔ ﺃﺴﺎﺴﻴﺔ ﻓﻲ ﺯﻤﻥ ﺍﻟﺴﺭﺩ ﺍﻟﺫﻱ ﻴﻐﺩﻭ

ﺃﻗﺼﺭ ﻤﻥ ﺯﻤﻥ ﺍﻟﻘﺼﺔ ﺫﺍﺘﻬﺎ ،ﻭﻴﺅﺩﻱ ﻫﺫﺍ ﺍﻟﻨﻭﻉ ﻤﻥ ﺍﻟﺨﻁﺎﺏ ﻭﻅﻴﻔﺔ ﺴﺭﺩﻴﺔ ﺘﺩﻓﻊ ﺒﺎﻷﺤﺩﺍﺙ

ﺇﻟﻰ ﺃﻤﺎﻡ).(33
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)ﺍﻟﻤﺤﻭﻝ( :ﻭﻫﻭ" :ﺨﻁﺎﺏ ﻤﻨﻘﻭﻝ ﺒﺼﻴﻐﺔ ﺍﻟﻐﺎﺌﺏ ،ﺒﻝ ﻴﺄﺘﻲ ﺒﻌﺩ
ﺏ .ﺍﻟﺨﻁﺎﺏ ﻏﻴﺭ ﺍﻟﻤﺒﺎﺸﺭ ﺃﻭ
ّ
ﻓﻌﻝ ﺍﻟﻘﻭﻝ ﺃﻭ ﻤﺎ ﻓﻲ ﻤﻌﻨﺎﻩ ،ﻭﻻ ﻴﻜﻭﻥ ﻤﺴﺒﻭﻗﺎ ﺒﻌﻼﻤﺎﺕ ﺘﻨﺼﻴﺹ") .(34ﻭﻴﻌﺩ ﺍﻟﺨﻁﺎﺏ ﻋﻥ
ﺍﻟﻐﺎﺌﺏ ﺨﻁﺎﺒﺎ ﻏﻴﺭ ﻤﺒﺎﺸﺭ ،ﻷﻥ ﺍﻟﺭﺍﻭﻱ ﻻ ﻴﻨﻘﻝ ﻜﻼﻡ ﺍﻟﺸﺨﺼﻴﺔ ﺒﺤﺭﻭﻓﻪ ،ﺒﻝ ﻴﻨﻘﻠﻪ ﺒﻤﻌﻨﺎﻩ.

ﺕ .ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺒﺎﺸﺭ ﺃﻭ )ﺍﻟﻤﻨﻘﻭﻝ( :ﻭﻫﻭ " :ﺨﻁﺎﺏ ﻤﻨﻘﻭﻝ ﺤﺭﻓﻴﺎ ﺒﺼﻴﻐﺔ ﺍﻟﻤﺘﻜﻠﻡ ،ﻴـﺄﺘﻲ ﻏﺎﻟﺒﺎ
ﺒﻌﺩ ﻓﻌﻝ ﺍﻟﻘﻭﻝ ﺃﻭ ﻤـﺎ ﻓـﻲ ﻤﻌﻨﺎﻩ ،ﻭﻴﻜﻭﻥ ﻤﺴﺒﻭﻗﺎ ﺒﻨﻘﻁﺘﻴﻥ ﻭﻤﻭﻀﻭﻋﺎ ﺒﻴﻥ ﻗﻭﺴﻴﻥ ﻤﺯﺩﻭﺠﻴﻥ"

) .(35ﻭﺘﺘﻨﺎﻭﺏ ﻓﻴﻪ ﺍﻟﺸﺨﺼﻴﺎﺕ ﻓﻲ ﺇﻁﺎﺭ ﺍﻟﻤﺸﻬﺩ ﺩﺍﺨﻝ ﺍﻟﻌﻤﻝ ﺍﻟﻘﺼﺼﻲ ﺒﻁﺭﻴﻘﺔ ﻤﺒﺎﺸﺭﺓ).(36
ﻭﻓﻲ ﺭﺼﺩ ﻟﺼﻴﻎ ﺍﻟﺨﻁﺎﺏ ﻓﻲ ﺤﻜﺎﻴﺘﻨﺎ ﻫﺫﻩ ﺍﻟﺘﻲ ﻨﻘﺎﺭﺒﻬﺎ ،ﺘﺒﻴﻥ ﺃﻨﻬﺎ ﺭﺍﻭﺤﺕ ﺒﻴﻥ

ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﻭﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﻨﻘﻭﻝ ،ﻓﻘﺩ ﺍﻓﺘﺘﺤﺕ ﺍﻟﺤﻜﺎﻴﺔ ﺒﺎﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﻭﺍﺨﺘﺘﻤﺕ ﺒﻪ،
ﻭﻓﻲ ﻫﺫﺍ ﺩﻻﻟﺔ ﻋﻠﻰ ﻫﻴﻤﻨﺔ ﺍﻟﺭﺍﻭﻱ ﻋﻠﻰ ﺍﻟﺨﻁﺎﺏ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ .ﻭﻟﻌﻝ ﺍﺴﺘﺨﺩﺍﻡ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺨﻁﺎﺏ

ﺍﻟﻤﺴﺭﻭﺩ ﻴﻌﻭﺩ ﺇﻟﻰ ﺃﻨﻬﺎ ﺘﻌﺎﻟﺞ ﻓﺘﺭﺓ ﺯﻤﻨﻴﺔ ﻗﺼﻴﺭﺓ ﺠﺩﺍ ﻻﺘﺯﻴﺩ ﻋﻥ ﻴﻭﻤﻴﻥ ،ﻭﺍﺴﺘﺨﺩﻤﺕ ﺍﻟﺨﻁﺎﺏ
ﺍﻟﻤﻨﻘﻭﻝ ﻓﻲ ﺜﻨﺎﻴﺎ ﺍﻟﺤﻜﺎﻴﺔ ﻟﻠﻜﺸﻑ ﻋﻥ ﺍﻷﺒﻌﺎﺩ ﺍﻟﻨﻔﺴﻴﺔ ﻭﺍﻻﺠﺘﻤﺎﻋﻴﺔ ﻭﺍﻟﻘﻴﻤﻴﺔ ﻟﻠﺸﺨﺼﻴﺎﺕ

ﺍﻟﻤﺘﻜﻠﻤﺔ .ﻓﺎﻟﺨﻁﺎﺏ ﺍﻟﻤﻨﻘﻭﻝ ﺨﻁﺎﺏ ﺒﻨﻴﻭﻱ ﻴﻘﻭﺩ ﺇﻟﻰ ﺍﻟﺨﻁﺎﺏ ﺍﻟﻔﻜﺭﻱ ﺍﻟﻌﺎﻡ ﺍﻟﺫﻱ ﺘﻭﺠﻬﻪ
ﺍﻟﺤﻜﺎﻴﺔ ﺇﻟﻰ ﺍﻟﻤﺘﻠﻘﻲ .ﻭﻟﺌﻥ ﻜﺎﻥ ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﻭﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﻨﻘﻭﻝ ﺍﻟﻌﻨﺼﺭﻴﻥ ﺍﻟﻁﺎﻏﻴﻴﻥ

ﻋﻠﻰ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ،ﺇﺫ ﻴﺸﻐﻼﻥ ﻤﺴﺎﺤﺔ ﻤﻬﻤﺔ ﻓﻲ ﺨﻁﺎﺒﻬﺎ ﺍﻟﺴﺭﺩﻱ .ﻓﺈﻨﻨﺎ ﻻﻨﻌﺩﻡ ﻭﺠﻭﺩ ﺍﻟﺨﻁﺎﺏ

ﻏﻴﺭ ﺍﻟﻤﺒﺎﺸﺭ .ﻓﻘﺩ ﺍﺴﺘﻌﺎﻨﺕ ﺒﻪ ﺍﻟﺤﻜﺎﻴﺔ ﻓﻲ ﻤﻭﻗﻊ ﻭﺍﺤﺩ ،ﺤﻴﺙ ﻗﺎﻡ ﺍﻟﺭﺍﻭﻱ ﺒﻨﻘﻝ ﻜﻼﻡ ﺍﻟﻤﺭﺃﺓ
ﺍﻟﺠﺎﺭﻴﺔ ﺒﻤﻌﻨﺎﻩ ﻻ ﺒﻠﻔﻅﻪ ،ﻋﻨﺩﻤﺎ ﺴﺄﻝ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﻋﻥ ﻗﺼﺘﻬﺎ" :ﻓﺄﺨﺒﺭﺘﻪ ﺒﺄﻥ

ﻓﺘﻭﺠﻪ ﺇﻟﻰ ﺃﻫﻠﻬﺎ ،ﻭﺭﻤﻰ ﺤﺠﺭﺍ
ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﻋﺎﺸﻕ ﻟﻬﺎ ،ﻭﻫﻲ ﻋﺎﺸﻘﺔ ﻟﻪ ،ﻭﺇﻨﻤﺎ ﺃﺭﺍﺩ ﺯﻴﺎﺭﺘﻬﺎ ّ
ﻓﺼﻌﺩﻭﺍ ﺇﻟﻴﻪ ،ﻓﻠﻤﺎ ﺃﺤﺱ ﺒﻬﻡ ﺠﻤﻊ ﻗُﻤﺎﺵ ﺍﻟﺒﻴﺕ ﻜﻠّﻪ ﻭﺃﺭﺍﻫﻡ ﺃﻨﻪ ﺴﺎﺭﻕ ،ﺴﺘﺭﺍ ﻋﻠﻰ ﻤﻌﺸﻭﻗﺘﻪ.
ﻓﻠﻤﺎ ﺭﺃﻭﻩ ﻋﻠﻰ ﻫﺫﻩ ﺍﻟﺤﺎﻟﺔ ﺃﺨﺫﻭﻩ ،ﻭﻗﺎﻟﻭﺍ ﻫﺫﺍ ﺴﺎﺭﻕ ،ﻭﺃﺘﻭﺍ ﺒﻪ ﺇﻟﻴﻙ ،ﻓﺎﻋﺘﺭﻑ ﺒﺎﻟﺴﺭﻗﺔ ،ﻭﺃﺼﺭ
ﻋﻠﻰ ﺫﻟﻙ ﺤﺘﻰ ﻻ ﻴﻔﻀﺤﻨﻲ ﻭﻗﺩ ﺍﺭﺘﻜﺏ ﻫﺫﻩ ﺍﻷﻤﻭﺭ ﻭﺍﺘﻬﻡ ﻨﻔﺴﻪ ﺒﺎﻟﺴﺭﻗﺔ ﻟﻔﺭﻁ ﻤﺭﻭﺀﺘﻪ ،ﻭﻜﺭﻡ

ﻨﻔﺴﻪ )" ...ﺹ .(332ﻓﻔﻲ ﻫﺫﺍ ﺍﻟﺸﺎﻫﺩ ﻨﻠﺤﻅ ﻭﺠﻭﺩ ﺨﻁﺎﺒﻴﻥ ﺃﺤﺩﻫﻤﺎ ﻏﻴﺭ ﻤﺒﺎﺸﺭ ﻭﺜﺎﻨﻴﻬﻤﺎ

ﻤﺒﺎﺸﺭ.

 .3ﺍﻟﺭﺅﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ:

ﺘﻌﺩ ﺍﻟﺭﺅﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ ﺍﻟﻤﻜﻭﻥ ﺍﻟﺜﺎﻟﺙ ﺍﻟﺫﻱ ﻴﺴﻬﻡ ﻓﻲ ﺘﺸﻜﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ .ﻭﺘﺘﻤﺜﻝ

ﻫﺫﻩ ﺍﻟﺭﺅﻴﺔ ﻓﻲ ﺍﻟﻌﻼﻗﺔ ﺒﻴﻥ ﺍﻟﺭﺍﻭﻱ ﻭﻤﺎﻴﺭﻭﻴﻪ ﻤﻥ ﺃﺤﺩﺍﺙ ﻭﺸﺨﺼﻴﺎﺕ )ﺍﻟﻤﺤﻜﻲ( .ﻭﻫﻲ ﺍﻟﻌﻼﻗﺔ
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ﺍﻟﺘﻲ ﻴﻜﻭﻥ ﻓﻴﻬﺎ ﻤﻭﻀﻊ ﺍﻟﺭﺍﻭﻱ /ﻭﺼﻭﺘﻪ ﻤﺤﻭﺭ ﺍﻟﺤﻜﺎﻴﺔ ،ﺫﻟﻙ ﺃﻥ ﺍﻟﻌﺎﻟﻡ ﺍﻟﻤﺭﻭﻱ ﻻ ﻴﺼﻝ ﺇﻟﻰ
ﺍﻟﻤﺭﻭﻱ ﻟﻪ ﺇﻻ ﻋﺒﺭ ﺍﻟﺭﺍﻭﻱ .ﻭﺩﻭﻥ ﺍﻟﺭﺍﻭﻱ ﻴﺒﻘﻰ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻓﻲ ﺤﺎﻟﺔ ﺍﺤﺘﻤﺎﻝ).(37

ﻭﺍﻟﺭﺅﻴـﺔ ،ﺤﺴﺏ ﺘﻭﺩﻭﺭﻭﻑ ،ﻫﻲ ﺍﻟﻜﻴﻔﻴﺔ ﺍﻟﺘﻲ ﻴﺘﻡ ﺒﻬﺎ ﺇﺩﺭﺍﻙ ﺍﻟﺤﻜﺎﻴﺔ )ﺃﺤﺩﺍﺙ

ﻭﺸﺨﺼﻴﺎﺕ( ﻤﻥ ﻁﺭﻑ ﺍﻟﺭﺍﻭﻱ ،ﻭﺫﻟﻙ ﻓﻲ ﻋﻼﻗﺘﻪ ﺒﺎﻟﻤﺘﻠﻘﻲ) .(38ﻭﻗﺩ ﻤﻴﺯ ﺒﻴﻥ ﺍﻟﺭﺅﻴﺔ
ﺒﺎﻋﺘﺒﺎﺭﻫﺎ ﻭﺠﻬﺔ ﺍﻟﻨﻅﺭ ﺍﻟﺘﻲ ﺘﺼﻠﻨﺎ ﻋﺒﺭﻫﺎ ﺍﻟﺤﻜﺎﻴﺔ ،ﻭﺒﻴﻥ ﺍﻟﺼﻭﺕ ﺍﻟﺫﻱ ﻴﻌﻨﻲ ﺒﻪ ﺍﻟﺭﺍﻭﻱ.

ﻭﻴﺭﻯ ﺃﻥ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺘﻘﺩﻡ ﺩﺭﺠﺎﺕ ﻤﺨﺘﻠﻔﺔ ﻤﻥ ﺤﻀﻭﺭ ﺍﻟﺭﺍﻭﻱ ،ﻓﻘﺩ ﻴﻜﻭﻥ ﺍﻟﺭﺍﻭﻱ ﺨﺎﺭﺠﺎ ﻋﻥ
ﻨﻁﺎﻕ ﺍﻟﺤﻜﻲ ،ﺃﻭ ﺭﺍﻭﻴﺎ ﻤﻤﺜﻼ ﺩﺍﺨﻝ ﺍﻟﺤﻜﻲ ،ﻭﺍﻟﺭﺍﻭﻱ ﺍﻟﻤﻤﺜﻝ ﻨﻭﻋﺎﻥ :ﺭﺍﻭ ﺸﺎﻫﺩ ﻤﺘﺘﺒﻊ ﻟﻤﺴﺎﺭ
ﺍﻟﺤﻜﻲ ﺩﻭﻥ ﺍﻟﻤﺸﺎﺭﻜﺔ ﻓﻲ ﺃﺤﺩﺍﺜﻬﺎ ،ﻭﺭﺍﻭ ﻤﺸﺎﺭﻙ ﻓﻲ ﺃﺤﺩﺍﺜﻬﺎ .ﻭﺘﺤﺩﻴﺩﻨﺎ ﻟﻠﺭﺍﻭﻱ ﻓﻲ ﺤﻜﺎﻴﺔ ﻤﺎ
ﻴﺴﺎﻋﺩ ﻋﻠﻰ ﺘﺤﺩﻴﺩ ﺼﻭﺭﺓ ﺍﻟﻤﺭﻭﻱ ﻟﻪ ،ﻭﻫﻭ ﺤﺒﻝ ﺍﻟﻭﺼﻝ ﺒﻴﻥ ﺍﻟﺭﺍﻭﻱ ﻭﺍﻟﻤﺘﻠﻘﻲ).(39

ﻭﻴﺘﻤﻴﺯ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ﻟﺤﻜﺎﻴﺔ "ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺍﻟﻘﺴﺭﻱ ﻭﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ،ﺒﻘﻴﺎﻤﻪ ﻋﻠﻰ

ﻨﻭﻋﻴﻥ ﻤﻥ ﺍﻟﺭﺅﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ ﺘﺘﺭﺍﻭﺤﺎﻥ ﺩﺍﺨﻝ ﻨﺴﻕ ﺍﻟﺨﻁﺎﺏ :ﺃﻭﻻﻫﻤﺎ :ﺍﻟﺭﺅﻴﺔ

ﺍﻟﻤﺼﺎﺤﺒﺔ)(40

ﻭﻫﻲ ﺭﺅﻴﺔ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﺇﺤﺩﻯ ﺸﺨﺼﻴﺎﺕ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﺘﺨﺒﺭ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﺎﻟﻘﺼﺔ ﺍﻟﺤﻘﻴﻘﻴﺔ
ﺍﻷﻤﻴﺭ ﻻ ﺘُﻌﺠﻝ ﺒﺎﻟﻘﻁﻊ
ﻟﻠﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ "،ﺜﻡ ﻨﺎﺩﺕ ﺘﻠﻙ ﺍﻟﺠﺎﺭﻴﺔ ﺒﺄﻋﻠﻰ ﺼﻭﺘﻬﺎ :ﻨﺎﺸﺩﺘُﻙ ﺍﷲ ﺃﻴﻬﺎ
َ

ﺤﺘﻰ ﺘﻘﺭﺃ ﻫﺫﻩ ﺍﻟﺭﻗﻌﺔ ،ﺜﻡ ﺩﻓﻌﺕ ﺇﻟﻴﻪ ﺭﻗﻌﺔ ﻓﻔﺘﺤﻬﺎ ﺨﺎﻟﺩ ﻭﻗﺭﺃﻫﺎ ﻓﺈﺫﺍ ﻤﻜﺘﻭﺏ ﻓﻴﻬﺎ ﻫﺫﻩ ﺍﻷﺒﻴﺎﺕ:

ﺘﻨﺤﻰ ،ﻭﺍﻨﻔﺭﺩ ﻋﻥ ﺍﻟﻨﺎﺱ ﻭﺃﺤﻀﺭ ﺍﻟﻤﺭﺃﺓ ،ﺜﻡ ﺴﺄﻟﻬﺎ ﻋﻥ ﺍﻟﻘﺼﺔ،
ﻓﻠﻤﺎ ﻗﺭﺃ ﺨﺎﻟﺩ ﺍﻷﺒﻴﺎﺕ ّ

ﻓﺘﻭﺠﻪ ﺇﻟﻰ ﺃﻫﻠﻬﺎ،
ﻓﺄﺨﺒﺭﺘﻪ ﺒﺄﻥ ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﻋﺎﺸﻕ ﻟﻬﺎ ،ﻭﻫﻲ ﻋﺎﺸﻘﺔ ﻟﻪ ،ﻭﺇﻨﻤﺎ ﺃﺭﺍﺩ ﺯﻴﺎﺭﺘﻬﺎ
ّ
ﻭﺭﻤﻰ ﺤﺠﺭﺍ ﻓﺼﻌﺩﻭﺍ ﺇﻟﻴﻪ ،ﻓﻠﻤﺎ ﺃﺤﺱ ﺒﻬﻡ ﺠﻤﻊ ﻗُﻤﺎﺵ ﺍﻟﺒﻴﺕ ﻜﻠّﻪ ﻭﺃﺭﺍﻫﻡ ﺃﻨﻪ ﺴﺎﺭﻕ ،ﺴﺘﺭﺍ
ﻋﻠﻰ ﻤﻌﺸﻭﻗﺘﻪ .ﻓﻠﻤﺎ ﺭﺃﻭﻩ ﻋﻠﻰ ﻫﺫﻩ ﺍﻟﺤﺎﻟﺔ ﺃﺨﺫﻭﻩ ،ﻭﻗﺎﻟﻭﺍ ﻫﺫﺍ ﺴﺎﺭﻕ ،ﻭﺃﺘﻭﺍ ﺒﻪ ﺇﻟﻴﻙ ،ﻓﺎﻋﺘﺭﻑ

ﺒﺎﻟﺴﺭﻗﺔ ،ﻭﺃﺼﺭ ﻋﻠﻰ ﺫﻟﻙ ﺤﺘﻰ ﻻ ﻴﻔﻀﺤﻨﻲ ﻭﻗﺩ ﺍﺭﺘﻜﺏ ﻫﺫﻩ ﺍﻷﻤﻭﺭ ﻭﺍﺘﻬﻡ ﻨﻔﺴﻪ ﺒﺎﻟﺴﺭﻗﺔ

ﻟﻔﺭﻁ ﻤﺭﻭﺀﺘﻪ ،ﻭﻜﺭﻡ ﻨﻔﺴﻪ)"...،ﺹ .(332ﻓﺈﺫﺍ ﻨﺤﻥ ﺒﺈﺯﺍﺀ ﺭﺍﻭﻴﺔ ﺸﺎﺭﻜﺕ ﻓﻲ ﺃﺤﺩﺍﺙ
ﺍﻟﺤﻜﺎﻴﺔ ،ﻓﻬﻲ ﺭﺍﻭﻴﺔ ﻤﻨﺩﺭﺠﺔ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ .ﻟﻬﺫﺍ ﻜﺎﻨﺕ ﺍﻟﺭﺅﻴﺔ ﻫﻨﺎ ﻫﻲ ﺍﻟﺭﺅﻴﺔ ﺍﻟﻤﺼﺎﺤﺒﺔ ﺘﻨﻘﻝ
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ﻟﻨﺎ ﻤﺎﺤﺩﺙ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻋﻨﺩﻤﺎ ﺠﺎﺀ ﻟﺯﻴﺎﺭﺘﻬﺎ .ﻭﻟﻌﻝ ﻫﺫﻩ ﺍﻟﺘﻘﻨﻴﺔ ﺇﻨﻤﺎ ﺠﻲﺀ ﺒﻬﺎ ﻟﺘﺅﻜﺩ

ﺼﺤﺔ ﺘﺸﻜﻴﻙ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻓﻲ ﺼﺩﻕ ﺍﻟﺩﻋﻭﻯ ﺍﻟﻤﺭﻓﻭﻋﺔ ﻋﻠﻰ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ.
ﺜﺎﻨﻴﺘﻬﻤﺎ :ﺍﻟﺭﺅﻴﺔ ﻤﻥ

ﺍﻟﺨﻠﻑ)(41

ﻭﻴﻨﺠﺯﻫﺎ ﺭﺍﻭﻴﺎﻥ ﻋﻠﻴﻤﺎﻥ ﻴﻘﻭﻤﺎﻥ ﺒﺎﻟﺴﺭﺩ ﻭﻴﺤﺘﻼّﻥ

ﻗﺹ ﻤﺨﺘﻠﻔﻴﻥ .ﺍﻷﻭﻝ :ﺭﺍﻭ ﻤﻌﻠﻥ ﻋﻨﻪ ،ﻭﻫﻭ ﺸﻬﺭﺯﺍﺩ .ﻓﻨﺤﻥ ﻨﺩﺨﻝ ﻨﺹ ﺍﻟﺤﻜﺎﻴﺔ ﻫﺫﻩ
ﻤﺴﺘﻭﻴﻲ ّ
ّ
ﻤﻥ ﺨﻼﻝ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺘﻲ ﺘﺭﻭﻱ ﻟﻠﻤﻠﻙ ﺸﻬﺭﻴﺎﺭ ﻤﻥ ﺩﺍﺨﻝ ﻗﺼﺔ ﺍﻹﻁﺎﺭ )ﺤﻜﺎﻴﺔ ﺸﻬﺭﺯﺍﺩ
ﻭﺸﻬﺭﻴﺎﺭ( ﺒﻀﻤﻴﺭ ﺍﻟﻤﺘﻜﻠﻡ ﺍﻟﻤﻔﺭﺩ ﺤﻜﺎﻴﺔ ﻟﻡ ﺘﺸﺎﺭﻙ ﻓﻴﻬﺎ ،ﺤﻴﺙ ﺘﺒﺩﺃ ﺍﻟﻠﻴﺎﻟﻲ ﺒﻬﺫﻩ ﺍﻟﻼﺯﻤﺔ
"ﺒﻠﻐﻨﻲ ﺃﻴﻬﺎ ﺍﻟﻤﻠﻙ ﺍﻟﺴﻌﻴﺩ  ،"...ﻭﺘﺨﺘﻡ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ﺒﻘﻭﻟﻬﺎ "ﻓﻤﺎ ﺭﺃﻴﺕ ﻴﻭﻤﺎ ﺃﻋﺠﺏ ﻤﻥ ﺫﻟﻙ ﺍﻟﻴﻭﻡ

ﺃﻭﻟﻪ ﺒﻜﺎﺀ ﻭﺸﺭﻭﺭ ﻭﺁﺨﺭﻩ ﻓﺭﺡ ﻭﺴﺭﻭﺭ")ﺹ  .(333ﻭﺒﻴﻥ ﻫﺎﺘﻴﻥ ﺍﻟﻌﺒﺎﺭﺘﻴﻥ ﺘﺭﻭﻱ ﺸﻬﺭﺯﺍﺩ
ﺒﻀﻤﻴﺭ ﺍﻟﻐﺎﺌﺏ ﺤﻜﺎﻴﺔ "ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻭﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ﺍﻟﺘﻲ ﺍﻨﺘﻬﺕ ﺇﻟﻴﻬﺎ ﻤﻥ
ﻤﺼﺩﺭ ﻟﻡ ﺘﺤﺩﺩﻩ .ﻭﺘﻜﺸﻑ ﺍﻟﻌﺒﺎﺭﺓ ﺍﻟﻤﺘﻜﺭﺭﺓ ﻓﻲ ﺒﺩﺍﻴﺔ ﺍﻟﻠﻴﺎﻟﻲ ﺃﻥ ﺸﻬﺭﺯﺍﺩ ﺭﺍﻭﻴﺔ ﻤﻥ ﺍﻟﺩﺭﺠﺔ

ﺍﻟﺜﺎﻨﻴﺔ ،ﺃﻱ ﺇﻨﻬﺎ ﺘﺭﻭﻱ ﻤﻥ ﺩﺍﺨﻝ ﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭ ﺤﻜﺎﻴﺔ ﻤﺅﻁﺭﺓ ﻏﺎﺌﺒﺔ ﻋﻨﻬﺎ .ﻭﺸﻬﺭﺯﺍﺩ ﺒﺼﻔﺘﻬﺎ
ﺭﺍﻭﻴﺔ ﺘﻤﺜﻝ )ﺍﻟﻨﻁﻕ( ،ﺘﻘﻭﻡ ﺒﻨﻘﻝ ﺃﺨﺒﺎﺭ ﺍﻟﺸﺨﺼﻴﺎﺕ ﻭﺃﻗﻭﺍﻟﻬﺎ ﻭﺃﻓﻜﺎﺭﻫﺎ ﺇﻟﻰ ﺍﻟﻤﻠﻙ ﺸﻬﺭﻴﺎﺭ
ﺒﺼﻔﺘﻪ ﺍﻟﻤﺭﻭﻱ ﻟﻪ ﺍﻟﺫﻱ ﻴﻤﺜﻝ )ﺍﻻﺴﺘﻤﺎﻉ( .ﻭﺍﻟﺭﺍﻭﻱ ﻭﺍﻟﻤﺭﻭﻱ ﻟﻪ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺸﺨﺼﻴﺘﺎﻥ

ﺘﺨﻴﻴﻠﻴﺘﺎﻥ ﻤﺘﻼﺯﻤﺎﻥ ،ﻭﻻ ﻴﻘﻝ ﺃﺤﺩﻫﻤﺎ ﺃﻫﻤﻴﺔ ﻋﻥ ﺍﻵﺨﺭ ،ﻓﻬﻤﺎ ﻴﺸﻜﻼﻥ ﺇﻁﺎﺭ ﺍﻟﺴﺭﺩ ﺍﻟﺫﻱ ﻴﺅﻁﺭ
ﺠﻤﻴﻊ ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﺘﻲ ﺘﻀﻤﻨﻬﺎ ﻜﺘﺎﺏ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ .ﻓﺩﻭﻥ ﺍﺴﺘﻤﺎﻉ ﺸﻬﺭﻴﺎﺭ ﺘﻨﻘﻁﻊ ﺤﻜﺎﻴﺎﺕ

ﺸﻬﺭﺯﺍﺩ ﺍﻟﻨﺎﻁﻘﺔ.

ﺃﻤﺎ ﺍﻟﺜﺎﻨﻲ ﻓﻬﻭ ﺭﺍ ٍﻭ ﻤﺠﻬﻭﻝ ،ﻴﺭﻭﻱ ﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭ ﺍﻟﺘﻲ ﺘﺒﺩﺃ ﻓﻲ ﺃﻭﻝ ﺍﻟﻜﺘﺎﺏ ﻭﺘﻨﺘﻬﻲ

ﻓﻲ ﺁﺨﺭﻩ ﻭﻫﻭ ﺭﺍﻭ ﻤﻥ ﺍﻟﺩﺭﺠﺔ ﺍﻷﻭﻟﻰ ﺃﻱ ﺃﻨﻪ ﻴﺭﻭﻱ ﻤﻥ ﺨﺎﺭﺝ ﺤﻜﺎﻴﺔ ﺍﻹﻁﺎﺭ ﻤﺴﺘﺨﺩﻤﺎ

ﻟﻜﻝ ﺤﻜﺎﻴﺎﺕ "ﺃﻟﻑ ﻟﻴﻠﺔ
ﻀﻤﻴﺭ ﺍﻟﻐﺎﺌﺏ ،ﺤﻜﺎﻴﺔ ﻟﻡ ﻴﺸﺎﺭﻙ ﻓﻲ ﺃﺤﺩﺍﺜﻬﺎ .ﻭﻫﻭ ﺍﻟﻤﻨﺸﺊ
ﺍﻟﺘﺨﻴﻴﻠﻲ ّ
ّ
ﻭﻟﻴﻠﺔ" .ﻭﻓﻲ ﺤﻜﺎﻴﺘﻨﺎ ﺍﻟﻤﺅﻁﺭﺓ ﻫﺫﻩ ﻨﺠﺩﻩ ﺍﻨﻔﺭﺩ ﺒﺨﺘﻡ ﺍﻟﻠﻴﻠﺔ) (335ﻭﺘﺩﺸﻴﻥ ﺍﻟﻠﻴﻠﺔ ﺍﻟﻤﻭﺍﻟﻴﺔ ﺒﺎﻟﻘﻭﻝ:

" ﻭﺃﺩﺭﻙ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺼﺒﺎﺡ ﻓﺴﻜﺘﺕ ﻋﻥ ﺍﻟﻜﻼﻡ ﺍﻟﻤﺒﺎﺡ")ﺹ .(331ﻭﻫﺫﺍ ﺍﻟﻜﻼﻡ ﻫﻭ ﺍﻟﻭﺤﻴﺩ

ﺍﻟﻤﻨﺴﻭﺏ ﺼﺭﺍﺤﺔ ﺇﻟﻰ ﻫﺫﺍ ﺍﻟﺭﺍﻭﻱ ﺍﻷﻭﻟﻲ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ،ﻭﻟﻜﻨﻨﺎ ﻨﺠﺩ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﻤﻥ
ﺍﻟﻤﻌﻠﻭﻤﺎﺕ ﻭﺍﻟﻤﻭﺍﻗﻑ ،ﻤﺎ ﻻ ﻴﻤﻜﻥ ﻨﺴﺒﺘﻪ ﺇﻟﻰ ﺸﻬﺭﺯﺍﺩ ﻷﻨﻬﺎ ﺸﺨﺼﻴﺔ ﺘﺨﻴﻴﻠﻴﺔ ﻏﻴﺭ ﻤﺸﺎﺭﻜﺔ ﻓﻲ
ﺍﻷﺤﺩﺍﺙ ،ﻤﻥ ﻤﺜﻝ" :ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻜﺎﻥ ﺃﻤﻴﺭ ﺍﻟﺒﺼﺭﺓ")ﺹ ،(330ﻫﺫﻩ ﺍﻟﻤﻌﻠﻭﻤﺔ ﻋﻥ

ﺨﺎﻟﺩ ﻴﺩﺭﻜﻬﺎ ﺍﻟﻤﺘﻠﻘﻲ ﻤﻥ ﺨﻼﻝ ﻤﻨﻅﻭﺭ ﺍﻟﺭﺍﻭﻱ ﺍﻷﻭﻟﻲ ،ﻫﺫﺍ ﺍﻟﺭﺍﻭﻱ ﻫﻭ ﺍﻟﺫﻱ ﻜﺎﻥ ﻴﺘﺘﺒﻊ ﺨﺎﻟﺩ

130

ﻭﻴﻨﻘﻝ ﻤﺎﺩﺍﺭ ﺒﻴﻨﻪ ﻭﺒﻴﻥ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﺜﻡ ﺒﻴﻨﻪ ﻭﺒﻴﻥ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ .ﻭﻫﻭ ﻻﻴﻜﺘﻔﻲ ﺒﻨﻘﻝ ﻤﺎ ﻴﺭﺍﻩ
ﻭﻴﺴﻤﻌﻪ ﻤﻥ ﺍﻟﺸﺨﺼﻴﺎﺕ ﺒﻝ ﻴﻨﻘﻝ ﻟﻨﺎ ﺒﻭﺍﻁﻨﻬﺎ" :ﻓﺴﻜﺕ ﺨﺎﻟﺩ ﺴﺎﻋﺔ ﻴﻔﻜﺭ ﻓﻲ ﺃﻤﺭ ﺍﻟﻔﺘﻰ"

)ﺹ .(331ﻜﻤﺎ ﺃﻥ ﺍﻟﺸﻌﺭ ﺍﻟﺫﻱ ﺠﺎﺀ ﻋﻠﻰ ﻟﺴﺎﻥ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻭﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻤﻥ ﺍﻷﺭﺠﺢ ﺃﻥ
ﻟﻪ ﻭﺠﻭﺩﺍ ﺴﺎﺒﻘﺎ ﻟﻭﺠﻭﺩﻩ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺘﻤﺎﻤﺎ ﻤﺜﻠﻤﺎ ﻫﻲ ﺍﻟﺤﺎﻝ ﺒﺎﻟﻨﺴﺒﺔ ﺇﻟﻰ ﺍﻟﺒﺼﺭﺓ ﻭﻭﺍﻟﻴﻬﺎ .ﻜﻝ

ﻫﺫﺍ ﻴﺠﻌﻠﻨﺎ ﻨﺭﻯ ﺃﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺘﺩﺭﻙ ﻤﻥ ﻤﻨﻅﻭﺭ ﺍﻟﺭﺍﻭﻱ ﺍﻷﻭﻟﻲ ﻭﺃﻨﻪ ﻫﻭ ﺼﺎﻨﻌﻬﺎ ،ﻓﻲ ﺤﻴﻥ ﺃﻥ
ﺸﻬﺭﺯﺍﺩ ﻻ ﺩﻭﺭ ﻟﻬﺎ ﺴﻭﻯ ﺍﻟﺴﺭﺩ ﻭﺍﻟﻨﻘﻝ ﺍﻟﻤﺒﺎﺸﺭ ﻟﻠﺤﻜﺎﻴﺔ ،ﺇﺫ ﻻ ﻭﺠﻭﺩ ﻓﻲ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ

ﻤﺎﻴﺩﻝ ﻋﻠﻰ ﺃﻥ ﺍﻷﺤﺩﺍﺙ ﻭﺍﻟﺸﺨﺼﻴﺎﺕ ﻨﻘﻠﺕ ﻤﻥ ﻭﺠﻬﺔ ﻨﻅﺭﻫﺎ .ﻭﻟﻌﻝ ﻭﻀﻊ ﻫﺫﺍ ﺍﻟﺭﺍﻭﻱ

ﻟﻜﻝ ﺍﻟﻤﺭﺍﺠﻊ ﺍﻟﻭﺍﺭﺩﺓ ﻓﻲ
ﻴﻘﺭﺒﻪ ﺠ ّﺩﺍ ﻤﻥ ﺍﻟﻤﺅﻟّﻑ ﺍﻟﻭﺍﻗﻌﻲ ﺍﻟﺫﻱ ﻫﻭ ﺍﻟﻤﺼﺩﺭ ﺍﻟﺜﺎﺒﺕ ّ
ﺍﻷﻭﻟﻲ ّ
ﺍﻟﻨﺹ ).(42
ﺍﻟﺤﻜﺎﻴﺔ ﻭﺍﻟﺘﻲ ﻟﻬﺎ ،ﻓﻲ ﺍﻟﻭﻗﺕ ﻨﻔﺴﻪ ،ﻭﺠﻭﺩ ﻓﻲ ﺍﻟﻭﺍﻗﻊ ﺍﻟﻤﺭﺠﻌﻲ ﺍﻟﻜﺎﺌﻥ ﺨﺎﺭﺝ ّ
ﻭﻫﻜﺫﺍ ،ﻨﺠﺩ ﺃﻥ ﺤﻜﺎﻴﺔ "ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻭﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ﺠﺎﺀﺕ ﻋﻠﻰ

ﺍﺨﺘﺹ ﻜﻼﻫﻤﺎ ﺒﺩﻭﺭ ﺤﺘّﻡ
ﺍﻷﻭﻟﻲ ﺒﺤﻜﺎﻴﺔ ﺍﻟﺤﻜﺎﻴﺔ .ﻭﻗﺩ
ّ
ﻟﺴﺎﻥ ﺸﻬﺭﺯﺍﺩ ﺒﻴﻨﻤﺎ ﺍﻜﺘﻔﻰ ﺍﻟﺭﺍﻭﻱ ّ
ﻜﻝ ﻟﻴﻠﺔ ﺒﺘﺴﻠﻴﻡ ﻤﻘﺎﻟﻴﺩﻩ ﺇﻟﻰ ﺸﻬﺭﺯﺍﺩ ﺜﻡ ﻴﺨﺘﺘﻤﻪ
ﺍﻷﻭﻟﻲ ﻴﻔﺘﺘﺢ ﺴﺭﺩ ّ
ﻤﻭﻁﻥ ﻅﻬﻭﺭﻩ .ﻓﺎﻟﺭﺍﻭﻱ ّ
ﺒﺎﻟﻘﻭﻝ"ﻭﺃﺩﺭﻙ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺼﺒﺎﺡ ﻓﺴﻜﺘﺕ ﻋﻥ ﺍﻟﻜﻼﻡ ﺍﻟﻤﺒﺎﺡ" ،ﻓﻴﺴﺘﺭ ّﺩ ﺘﻠﻙ ﺍﻟﻤﻘﺎﻟﻴﺩ ﻤﻨﻬﺎ ﺇﻟﻰ
ﺤﻴﻥ .ﻟﻘﺩ ﺍﻓﺘﺘﺤﺕ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﺒﻴﻥ ﺃﻴﺩﻴﻨﺎ ﺒﻘﻭﻟﻬﺎ" :ﻭﻤﻤﺎ ﻴﺤﻜﻰ ﺃﻥ ﺨﺎﻟﺩ ) "..ﺹ
 .(330ﻭﺒﻌﺩ ﺃﻥ ﺍﻨﺘﻬﺕ ﻤﻥ ﺴﺭﺩ "ﺤﻜﺎﻴﺔ ﻫﺎﺭﻭﻥ ﺍﻟﺭﺸﻴﺩ ﻤﻊ ﺠﻌﻔﺭ ﻭﺍﻹﻤﺎﻡ ﺃﺒﻲ ﻴﻭﺴﻑ" ،ﻭﺫﻟﻙ

ﻓﻲ ﺍﻟﻠﻴﻠﺔ ) .(335ﺇﺫ ﺍﻨﺘﻬﺕ ﺍﻟﺤﻜﺎﻴﺔ ﻭﻟﻡ ﻴﻅﻬﺭ ﺍﻟﺼﺒﺎﺡ ،ﻓﻜﺎﻥ ﻻﺒﺩ ﻤﻥ ﺸﻬﺭﺯﺍﺩ ﺃﻥ ﺘﺒﺩﺃ ﺒﺤﻜﺎﻴﺔ

ﺘﺅﺠﻝ ﺒﻬﺎ ﺘﻨﻔﻴﺫ ﻤﺸﻴﺌﺔ ﺸﻬﺭﻴﺎﺭ .ﻭﻗﺩ ﺍﺴ َﺘﻬﻠّﺕ ﺍﻟﻠﻴﻠﺔ ﺍﻟﺜﺎﻨﻴﺔ ) (336ﺒﻘﻭﻟﻬﺎ " :ﺒﻠﻐﻨﻲ
ﺠﺩﻴﺩﺓ ﺃﺨﺭﻯ ّ

ﻓﺄﺘﻤﺕ ﺠﺯﺀﺍ ﻤﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﺘﻲ ﻜﺎﻨﺕ ﻗ ِ
ُﻁﻌﺕ ﻓﻲ ﻤﺭﺤﻠﺔ ﻤﻥ ﻤﺭﺍﺤﻠﻬﺎ
ﺃﻴّﻬﺎ ﺍﻟﻤﻠﻙ ﺍﻟﺴﻌﻴﺩّ ،"...
ﻋ ّﺩﺕ ﻜﻔﻴﻠﺔ ﺒﺘﺸﻭﻴﻕ ﺸﻬﺭﻴﺎﺭ ﻭﺒﺎﻟﺘﻤﺩﻴﺩ ﻟﻴﻠﺔ ﻓﻲ ﺤﻴﺎﺓ ﺸﻬﺭﺯﺍﺩ.

ﻤﻤﺎ ﺴﺒﻕ ،ﺘﺒﺩﻭ ﺸﻬﺭﺯﺍﺩ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺼﻭﺘﺎ ﺴﺭﺩﻴﺎ ﻻ ﺩﻭﺭ ﻟﻪ ﺴﻭﻯ ﻨﻘﻝ ﺍﻟﺤﻜﺎﻴﺔ،

ﺍﻷﻭﻟﻲ ﺼﻭﺘﻪ ﻟﺘﻨﺘﻬﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺇﻟﻰ ﺸﻬﺭﻴﺎﺭ )ﺍﻟﻤﺭﻭﻱ ﻟﻪ( .ﻓﻨﺤﻥ ﻻ ﻨﺠﺩ
ﺃﻋﺎﺭﻩ ﺍﻟﺭﺍﻭﻱ
ّ
ﻤﺠﺴﺩﺍ ﻓﻲ ﻗﺭﺍﺌﻥ ﻟﻐﻭﻴﺔ
ﻟﺸﻬﺭﺯﺍﺩ ﻓﻲ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ ،ﺒﺎﺴﺘﺜﻨﺎﺀ ﺠﻤﻠﺘﻲ ﺍﻟﺘﻘﺩﻴﻡ ﻭﺍﻟﺨﺘﺎﻡ ،ﺤﻀﻭﺭﺍ ّ
ﺘﺤﻴﻝ ﺇﻟﻴﻬﺎ ﻤﺘﻜﻠّﻤﺔ.
ﺘﺎﻤﺎ
ﻭﻴﺭﻯ ﻤﺤﻤﺩ ﻨﺠﻴﺏ ﺍﻟﻌﻤﺎﻤﻲ ّ
ﻗﺼﺭ ﺩﻭﺭ ﺸـﻬﺭﺯﺍﺩ ﻋﻠﻰ ﺍﻟﻨﻘﻝ ﻭﺤﺩﻩ ﻴﺤﻴّﺩﻫﺎ ﺘﺤﻴﻴﺩﺍ ّ
ﺃﻥ ْ

ﻭﻴﻠﻐﻲ ﻤﻘﺎﻡ ﺘﻭﺍﺼﻠﻬﺎ ﻤﻊ ﺸـﻬﺭﻴﺎﺭ .ﻭﻫﻭ ﺍﻟﻤﻘﺎﻡ ﺍﻟﺫﻱ ﺤ ّﺩﺩ ،ﺤﺴﺏ ﺭﺃﻴﻪ ،ﺍﺨﺘﻴﺎﺭ ﺸﻬﺭﺯﺍﺩ ﻫﺫﻩ
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ﺃﻥ ﺸﻬﺭﺯﺍﺩ ﺍﺨﺘﺎﺭﺘﻬﺎ ﻟﺘﺒﻴّﻥ ﻟﻠﻤﺭﻭﻱ
ﺍﻟﺤﻜﺎﻴﺎﺕ ﺍﻟﺘﻲ ﺘﺭﻭﻴﻬﺎ ﺩﻭﻥ ﻏﻴﺭﻫﺎ) .(43ﻭﻓﻲ ﺤﻜﺎﻴﺘﻨﺎ ﻴﺒﺩﻭ ّ

ﻟﻪ ﺸﻬﺭﻴﺎﺭ ،ﺍﻟﺫﻱ ﺘﺯﻋﺯﻋﺕ ﺜﻘﺘﻪ ﺒﺎﻟﻨﺴﺎﺀ ﺒﺴﺒﺏ ﺨﻴﺎﻨﺔ ﺯﻭﺠﺘﻪ ﻟﻪ ﻓﺄﺭﺍﺩ ﺃﻥ ﻴﻨﺘﻘﻡ ﻤﻥ ﺍﻟﻨﺴﺎﺀ

ﻭﺃﻥ ﺍﻟﻨﺴﺎﺀ ﺍﻟﻭﻓﻴّﺎﺕ ﻤﻭﺠﻭﺩﺍﺕ ،ﺇﺫ ﺘﻘﺩﻡ ﺍﻟﺤﻜﺎﻴﺔ
ﺃﻥ ﺍﻟﻭﻓﺎﺀ ﺒﻴﻥ ﺍﻟﺭﺠﻝ ﻭﺍﻟﻤﺭﺃﺓ ﻤﻤﻜﻥّ ،
ﺒﻘﺘﻠﻬﻥّ ،
ﺼﻭﺭﺓ ﺠﻤﺎﻟﻴﺔ ﻟﻠﻤﺭﺃﺓ ،ﻤﻐﺎﻴﺭﺓ ﻟﺼﻭﺭﺓ ﺍﻟﻤﺭﺃﺓ ﻓﻲ ﺫﻫﻥ ﺍﻟﻤﻠﻙ ﺸﻬﺭﻴﺎﺭ .ﻓﺎﻟﻤﺭﺃﺓ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ
ﻤﺨﻠﺼﺔ ﻟﺤﺒﻴﺒﻬﺎ ،ﻭﺘﺩﻓﻊ ﺍﻟﻤﻭﺕ ﻋﻨﻪ ،ﻭﻤﺴﺘﻌﺩﺓ ﻷﻥ ﺘﺘﻌﺭﺽ ﻟﻠﻔﻀﻴﺤﺔ ﺃﻤﺎﻡ ﺍﻷﻤﻴﺭ ،ﺇﺫﺍ ﻜﺎﻥ

ﻓﻲ ﺫﻟﻙ ﻨﺠﺎﺓ ﻟﻠﺤﺒﻴﺏ ﺍﻟﻭﻓﻲ .ﻭﻴﻭﺍﺯﻱ ﻫﺫﻩ ﺍﻟﺼﻭﺭﺓ ﺍﻟﺠﻤﺎﻟﻴﺔ ﻟﻠﻤﺭﺃﺓ ،ﻓﻲ ﺍﻟﻁﺭﻑ ﺍﻵﺨﺭ،

ﻴﻘﻝ ﻜﺭﻤﴼ ﻭﺨﻠﻘﴼ ﻋﻥ ﺍﻟﻤﺭﺃﺓ ،ﻓﻬﻭ ﻴﺘﺼﻑ ﺒﺎﻟﻤﺭﻭﺀﺓ ﻭﺍﻟﺸﻬﺎﻤﺔ
ﺼﻭﺭﺓ ﺍﻟﺭﺠﻝ ﺍﻟﻌﺭﺒﻲ ﺍﻟﺫﻱ ﻻ ّ
ﻭﺍﻟﻭﻓﺎﺀ ﻭﺍﻟﻤﺤﺎﻓﻅﺔ ﻋﻠﻰ ﺍﻟﺸﺭﻑ ﻭﺍﻟﻌﺭﺽ .ﻭﻟﻌﻝ ﻏﻴﺎﺏ ﺍﻟﻜﻼﻡ ﺍﻟﻤﻨﺴﻭﺏ ﺇﻟﻰ ﺸﻬﺭﺯﺍﺩ ،ﻜﻤﺎ

ّ
ﺒﺄﻥ
ﻴﺭﻯ "ﺍﻟﻌﻤﺎﻤﻲ"،
ﺤﺠﺔ ﺘﻬﺩﻑ ﺇﻟﻰ ﺇﻗﻨﺎﻉ ﺸﻬﺭﻴﺎﺭ ّ
ﻤﻭﻅﻑ ﺘﻭﻅﻴﻔﺎ ﺤﺠﺎﺠﻴّﺎ ﻤﻀﺎﻋﻔﺎ .ﻓﻬﻭ ّ
ﺸﻬﺭﺯﺍﺩ ﻻ ﻋﻼﻗﺔ ﻟﻬﺎ ﺍﻟﺒﺘّﺔ ﺒﺎﻟﺤﻜﺎﻴﺔ ﻭﺃﻥ ﻻ ﻤﺼﻠﺤﺔ ﺸﺨﺼﻴّﺔ ﻟﻬﺎ ﻓﻲ ﺴﺭﺩﻫﺎ ﻨﺎﻫﻴﻙ ﻋﻥ ﺃﻱ
ﺤﺠﺔ ﺘﻬﺩﻑ
ﻴﻴﺴﺭ ﺴﺒﻴﻝ ﺍﻋﺘﺒﺎﺭ ﺍﻟﺤﻜﺎﻴﺔ ﺍﻟﻤﺭﻭﻴّﺔ ّ
ﺩﻭﺭ ﻟﻬﺎ ﻓﻲ ﺍﺨﺘﻴﺎﺭﻫﺎ .ﻭﻫﻭ ﻓﻲ ﺍﻵﻥ ﻨﻔﺴﻪ ّ
ﺇﻟﻰ ﺘﺭﻭﻴﺽ ﺸﻬﺭﻴﺎﺭ ﻭﺩﻓﻊ ﺍﻟﻤﻭﺕ ﻋﻥ ﺸﻬﺭﺯﺍﺩ ﻭﻟﻭ ﻤﺅﻗﺘﺎ) .(44ﺃﻤﺎ ﺒﺎﻟﻨﺴﺒﺔ ﺇﻟﻰ ﺍﻟﺭﺍﻭﻱ
ﺍﻷﻭﻟﻲ ﻓﻌﻠﻰ ﺍﻟﺭﻏﻡ ﻤﻥ ﻋﺩﻡ ﺤﻀﻭﺭﻩ ﻓﻲ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ ﻭﺍﺨﺘﻴﺎﺭﻩ ﻟﻀﻤﻴﺭ ﺍﻟﻐﺎﺌﺏ ﻭﺼﻴﻐﺔ

ﺍﻟﺯﻤﻥ ﺍﻟﻤﺎﻀﻲ ﻟﺴﺭﺩ ﺍﻟﺤﻜﺎﻴﺔ ،ﺍﻟﻠﺫﻴﻥ ﻴﻭﻫﻤﺎﻥ ﺒﺄﻨﻪ ﺭﺍﻭ ﻋﻠﻴﻡ ﻤﺤﺎﻴﺩ ،ﻴﻘﺘﺼﺭ ﺩﻭﺭﻩ ﻋﻠﻰ ﻨﻘﻝ
ﻤﺎﺤﺩﺙ ﻓﻲ ﺍﻟﻤﺎﻀﻲ ،ﻓﺈﻨّﻨﺎ ﻨﺠﺩ ﻓﻲ ﻤﺴﺘﻭﻴﻲ ﺍﻟﺨﻁﺎﺏ ﻭ ﺍﻟﺤﻜﺎﻴﺔ ﻤﺎ ﻴﺸﻴﺭ ﺇﻟﻰ ﺃﻥ ﻟﻬﺫﺍ ﺍﻟﺭﺍﻭﻱ

ﺘﺩﺨﻼ ﻤﻜﺸﻭﻓﺎ ﻗﺩ ّ
ﻴﻌﻁﻝ
ﻴﺘﺩﺨﻝ ّ
ﺍﻷﻭﻝ ﺩﻭﺭﺍ ﻓﻲ ﺒﻨﺎﺀ ﺍﻟﺤﻜﺎﻴﺔ ﻭﻨﺴﺞ ﺴﺭﺩﻫﺎ ﺒﺈﺤﻜﺎﻡ ﺩﻭﻥ ﺃﻥ ّ

ﻤﺴﺎﺭ ﺍﻟﺴﺭﺩ ﺃﻭ ﻴﺒ ّﺩﺩ ﺍﻟﻭﻫﻡ .ﻓﻔﻲ ﻤﺴﺘﻭﻯ ﺍﻟﺨﻁﺎﺏ ﻨﺠﺩﻩ ﻴﻭﻫﻡ ﺍﻟﻤﺘﻠﻘﻲ ﺒﺄﻨﻪ ﻏﻴﺭ ﺤﺎﻀﺭ ﻓﻲ
ﺍﻟﺤﻜﺎﻴﺔ ﻋﻨﺩﻤﺎ ﻴﺠﻌﻝ ﺍﻟﻤﺘﻠﻘﻲ ﻴﺩﺭﻙ ﻤﻜﻭﻨﺎﺕ ﺍﻟﺤﻜﺎﻴﺔ ﻤﻥ ﻤﻨﻅﻭﺭ ﺸﺨﺼﻴﺔ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ.
ﻓﻭﺼﻑ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻭﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﻟﻡ ﻴﻌﺭﺽ ﺇﻻ ﻋﻨﺩﻤﺎ ﻜﺎﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻓﻲ ﻭﻀﻊ

ﻴﺴﻤﺢ ﻟﻪ ﺒﺭﺅﻴﺘﻬﻤﺎ ﻭﺇﺩﺭﺍﻜﻬﻤﺎ .ﻓﻤﺜﻼ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻟﻡ ﻴﻭﺼﻑ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﺇﻻ ﺤﻴﻥ ﻤﺜﻝ ﺃﻤﺎﻡ
ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﺒﻌﺩ ﺍﻟﻘﺒﺽ ﻋﻠﻴﻪ" :ﻓﺠﺎﺀ ﺇﻟﻴﻪ ﺠﻤﺎﻋﺔ ﻤﺘﻌﻠﻘﻭﻥ ﺒﺸﺎﺏ ﺫﻱ ﺠﻤﺎﻝ ﺒﺎﻫﺭ ،ﻭﺃﺩﺏ

ﻅﺎﻫﺭ ،ﻭﻋﻘﻝ ﻭﺍﻓﺭ ،ﻭﻫﻭ ﺤﺴﻥ ﺍﻟﺼﻭﺭﺓ ،ﻁﻴﺏ ﺍﻟﺭﺍﺌﺤﺔ ،ﻭﻋﻠﻴﻪ ﺴﻜﻴﻨﺔ ﻭﻭﻗﺎﺭ")ﺹ.(330

ﻭﺒﻌﺩ ﺃﻥ ﺴﻤﻊ ﺩﻋﻭﻯ ﺍﻟﺠﻤﺎﻋﺔ ﻋﻠﻰ ﺍﻟﺸﺎﺏ" :ﻨﻅﺭ ﺇﻟﻴﻪ ﺨﺎﻟﺩ ﻓﺄﻋﺠﺒﻪ ﺤﺴﻥ ﻫﻴﺌﺘﻪ ﻭﻨﻅﺎﻓﺘﻪ")ﺹ

 .(330ﻭﺒﻌﺩ ﺃﻥ ﺃﺨﺒﺭﻩ ﺤﺭﺍﺴﻪ ﺒﻤﺎ ﺴﻤﻌﻭﻩ ﻤﻥ ﺸﻌﺭ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﺃﻤﺭ ﺒﺈﺤﻀﺎﺭﻩ ﻋﻨﺩﻩ " ﻓﻠﻤﺎ
ﺤﻀﺭ ﻟﻤﻨﻁﻘﺘﻪ ﺭﺁﻩ ﻋﺎﻗﻼ ﺃﺩﻴﺒﺎ ﻓﻁﻨﺎ ﻟﺒﻴﺒﺎ" )ﺹ .(331ﻜﺫﻟﻙ ﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ ﻟﻡ ﺘﻭﺼﻑ ﻓﻲ
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ﺍﻟﺤﻜﺎﻴﺔ ﺇﻻ ﺤﻴﻥ ﺒﺩﺃ ﺍﻟﺠﺯﺍﺭ ﺒﺘﻨﻔﻴﺫ ﺍﻟﺤﻜﻡ ﻋﻠﻰ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻭﻜﺎﻥ ﺍﻷﻤﻴﺭ ﺸﺎﻫﺩﺍ ﻋﻠﻰ ﺫﻟﻙ،

ﺤﻴﺙ "ﺒﺎﺩﺭﺕ ﺠﺎﺭﻴﺔ ﻤﻥ ﻭﺴﻁ ﺍﻟﻨﺴﺎﺀ ﻋﻠﻴﻬﺎ ﺃﻁﻭﺍﺭ ﻭﺴﺨﺔ ﻓﺼﺭﺨﺕ ﻭﺭﻤﺕ ﻨﻔﺴﻬﺎ ﻋﻠﻴﻪ ﺜﻡ
ﺃﺴﻔﺭﺕ ﻋﻥ ﻭﺠﻪ ﻜﺄﻨﻪ ﺍﻟﻘﻤﺭ" )ﺹ .(332ﺇﻥ ﺍﻟﻤﺘﺄﻤﻝ ﻓﻲ ﻭﺼﻑ ﻫﺎﺘﻴﻥ ﺍﻟﺸﺨﺼﻴﺘﻴﻥ ،ﻴﺠﺩ ﺃﻨﻪ
ﻴﺄﺘﻲ ﻤﻥ ﺨﻼﻝ ﺍﻹﺩﺭﺍﻙ ﺍﻟﺒﺼﺭﻱ ﻟﻸﻤﻴﺭ ﺨﺎﻟﺩ ،ﺍﻟﺫﻱ ﺒﺄّﺭ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻭﺍﻟﻤﺭﺃﺓ ﺍﻟﺠﺎﺭﻴﺔ.

ﻭﻜﻭﻥ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻫﻭ ﺍﻟﻤﺒ ِّﺌﺭ ﻴﻌﻨﻲ ﺃﻨﻪ ﻜﺎﻥ ﺤﺎﻀﺭﺍ ﻓﻲ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺃﻥ ﺍﻟﻤﺩﺭﻜﺎﺕ ﺘﻨﻘﻝ ﻤﻥ ﻭﺠﻬﺔ

ﻨﻅﺭ ﺸﺎﻫﺩ ﻋﻴﺎﻥ ﻻﺘﺭﺒﻁﻪ ﺒﺎﻟﺭﺍﻭﻱ ﺃﻱ ﺼﻠﺔ ،ﻭﻫﺫﺍ ﻤﻥ ﺸﺄﻨﻪ ﺃﻥ ﻴﻀﻔﻲ ﻤﺼﺩﺍﻗﻴﺔ ﻜﺒﻴﺭﺓ ﻋﻠﻰ

ﺍﻟﻤﺭﻭﻱ .ﻭﻴﺘﻀﺢ ﻤﻥ ﺃﻭﺼﺎﻑ ﺍﻟﺸﺨﺼﻴﺘﻴﻥ ﺃﻥ ﺍﻟﺫﺍﺌﻘﺔ ﺍﻟﺠﻤﺎﻟﻴﺔ ﻟﻠﺭﺍﻭﻱ ﺍﻷﻭﻟﻲ ﻻﺘﺨﺘﻠﻑ ﻋﻥ
ﺍﻟﺫﺍﺌﻘﺔ ﺍﻟﻌﺭﺒﻴﺔ ﺍﻟﺭﺍﺌﺠﺔ ﻓﻲ ﻭﺼﻑ ﻜﻝ ﻤﻥ ﺍﻟﺭﺠﺎﻝ ﻭﺍﻟﻨﺴﺎﺀ .ﻓﻬﻭ ﻴﺭﺩﺩ ﻗﻭﺍﻟﺏ ﺠﺎﻫﺯﺓ ﺘﻌﻴﺩ ﺇﻨﺘﺎﺝ

ﺭﺴﻡ ﻤﻼﻤﺢ ﻜﻝ ﻤﻥ ﺍﻟﺭﺠﻝ ﻭﺍﻟﻤﺭﺃﺓ ﺍﻟﻨﻤﻭﺫﺠﻴﻴﻥ ﻟﺩﻯ ﺍﻟﻌﺭﺏ .ﺃﻤﺎ ﻓﻲ ﻤﺴﺘﻭﻯ ﺍﻟﺤﻜﺎﻴﺔ ﻓﻘﺩ ﻤﻨﺢ
ﺍﻟﺸﺨﺼﻴﺎﺕ ﺴﻤﺎﺕ ﺘﺠﻌﻝ ﺍﻷﺤﺩﺍﺙ ﺘﺘﺠﻪ ﻨﺤﻭ ﻤﺴﺎﺭ ﻤﺤﺩﺩ ﺴﺎﺒﻘﺎ .ﻓﻤﺜﻼ ﺠﻌﻝ ﺍﻟﺸﺎﺏ ﺍﻟﻤﺘﻬﻡ

ﺃﻥ
ﺒﺎﻟﺴﺭﻗﺔ ﺠﻤﻴﻝ ﺍﻟﺼﻭﺭﺓ ،ﺤﺴﻥ ﺍﻟﻤﻅﻬﺭ ،ﻨﻅﻴﻑ ،ﺫﺍ ﺃﺩﺏ ﻭﻋﻘﻝ ،ﻋﻠﻴﻪ ﺴﻜﻴﻨﺔ ﻭﻭﻗﺎﺭ .ﻭﻴﺒﺩﻭ ّ
ﺘﻔﺴﺭ ﺘﺸﻜﻴﻙ ﺍﻷﻤﻴﺭ ﺨﺎﻟﺩ ﻓﻲ ﺼﺤﺔ
ﺇﺴﻨﺎﺩ ﺍﻟﺭﺍﻭﻱ ﻫﺫﻩ ﺍﻟﺴﻤﺎﺕ ﺇﻟﻰ ﺍﻟﺸﺎﺏ ﻟﻴﺱ ﻋﻔﻭﻴّﺎ .ﻓﻬﻲ ّ

ﻭﺘﺒﺭﺭ ﻜﺫﻟﻙ ﺇﺼﺭﺍﺭﻩ ﻋﻠﻰ ﺃﻥ ﻭﺭﺍﺀ ﻫﺫﺍ ﺍﻟﺸﺎﺏ ﻗﺼﺔ ﺃﺨﺭﻯ ﻏﻴﺭ ﺍﻟﺴﺭﻗﺔ
ﺍﻹﺩﻋﺎﺀ ﺒﺄﻨﻪ ﺴﺎﺭﻕّ .

ﻓﻴﺴﺭ ﺯﻭﺍﺝ ﻫﺫﺍ ﺍﻟﺸﺎﺏ ﻤﻥ ﺍﻟﻤﺭﺃﺓ
ﺭﻏﻡ ﺍﻋﺘﺭﺍﻓﻪ ﺒﻬﺎ .ﻭﻟﻘﺩ ﺒﺩﺍ ﺍﻟﺭﺍﻭﻱ ﻤﺘﻌﺎﻁﻔﺎ ﻤﻊ ﺸﺨﺼﻴﺎﺘﻪّ .
ﺍﻟﺘﻲ ﺃﺤﺒﻬﺎ ،ﻭﺭﻓﺽ ﺃﻥ ﻴﻔﻀﺤﻬﺎ ﻤﺘﻬﻤﺎ ﻨﻔﺴﻪ ﺒﺎﻟﺴﺭﻗﺔ.

ﺍﻟﺨﺎﺘﻤﺔ:

ﻟﻘﺩ ﻤﻜﻨﻨﺎ ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ،ﺯﻤﻨﺎ ﻭﺼﻴﻐﺔ ﻭﺭﺅﻴﺔ ،ﻓﻲ ﺤﻜﺎﻴﺔ "ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ

ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ" ﻤﻥ ﺍﻟﻭﺼﻭﻝ ﺇﻟﻰ ﺍﻟﻨﺘﺎﺌﺞ ﺍﻵﺘﻴﺔ:

 .1ﻴﻌﻜﺱ ﺍﻟﺘﺭﺘﻴﺏ ﺍﻟﺯﻤﻨﻲ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ،ﺍﻟﺫﻱ ﻨﺩﺭ ﻓﻴﻪ ﺍﺴﺘﺨﺩﺍﻡ ﺤﺎﻻﺕ ﺍﻻﺴﺘﺭﺠﺎﻉ
ﻭﺍﻻﺴﺘﺒﺎﻕ ،ﻋﺩﻡ ﺘﻼﻋﺏ ﺍﻟﺭﺍﻭﻱ ﻜﺜﻴﺭﺍ ﺒﺘﺭﺘﻴﺏ ﺍﻷﺤﺩﺍﺙ ﺍﻟﻤﻜﻭﻨﺔ ﻟﻠﺤﻜﺎﻴﺔ ،ﺤﻴﺙ ﺭﺍﻋﻰ ﻨﻅﺎﻤﻬﺎ
ﺘﻘﺭﻴﺒﺎ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ،ﻤﻤﺎ ﺠﻌﻝ ﻨﻅﺎﻡ ﺍﻟﺴﺭﺩ ﻴﻨﺒﻨﻲ ﻋﻠﻰ ﺍﻟﺘﻌﺎﻗﺏ .ﻏﻴﺭ ﺃﻥ ﺤﻜﺎﻴﺘﻨﺎ ﻫﺫﻩ ﻟﻴﺴﺕ

ﻓﻘﻁ ﺤﻜﺎﻴﺔ ﻭﺍﻟﻲ ﺍﻟﺒﺼﺭﺓ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ ﻓﻲ ﺍﻟﺤﺎﻀﺭ ،ﻭﻟﻜﻨﻬﺎ ﺃﻴﻀﺎ ﺤﻜﺎﻴﺔ ﻤﺘﺼﻠﺔ
ﺒﺎﻟﻤﺎﻀﻲ )ﺯﻤﻥ ﻋﺸﻕ ﺍﻟﻔﺘﻰ ﻟﻠﺠﺎﺭﻴﺔ( ﺍﺘﺼﺎﻟﻬﺎ ﺒﺎﻟﻤﺴﺘﻘﺒﻝ)ﺯﻤﻥ ﺯﻭﺍﺝ ﺍﻟﻌﺎﺸﻕ ﺒﻤﻌﺸﻭﻗﺘﻪ(.
ﻟﺫﻟﻙ ﺠﺎﺀﺕ ﺤﺎﻻﺕ ﺍﻻﺴﺘﺭﺠﺎﻉ ﻭﺍﻻﺴﺘﺒﺎﻕ ﺍﻟﻨﺎﺩﺭﺓ ﻤﻀﻔﻴﺔ ﻨﻭﻋﺎ ﻤﻥ ﺍﻟﺤﺭﻜﺔ ﻭﺍﻟﺘﻨﻭﻴﻊ ﻋﻠﻰ

133

ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ،ﻭﻟﻜﻥ ﻋﻤﻭﺩﻫﺎ ﺍﻟﻔﻘﺭﻱ ﻫﻭ ﺍﻟﺤﺎﻀﺭ)ﺃﻱ ﻤﻥ ﻟﺤﻅﺔ ﺒﺩﺍﻴﺔ ﺍﻟﺤﻜﺎﻴﺔ ﻤﻥ ﻨﻘﻁﺔ

ﻤﻌﻴﻨﺔ ﺤﺘﻰ ﻨﻬﺎﻴﺘﻬﺎ(.

 .2ﻴﻘﻭﻡ ﺍﻟﺯﻤﻥ ﻓﻲ ﻫﺫﻩ ﺍﻟﺤﻜﺎﻴﺔ ،ﺇﻴﻘﺎﻋﺎ ﻭﺘﻭﺍﺘﺭﺍ ،ﻋﻠﻰ ﺍﻟﻤﺭﺍﻭﺤﺔ ﺒﻴﻥ ﺍﻟﻤﺠﻤﻝ ﻭﺍﻟﻤﺸﻬﺩ
ﻭﺍﻹﻀﻤﺎﺭ ،ﻭﺒﻴﻥ ﺍﻟﺴﺭﺩ ﺍﻟﻤﻔﺭﺩ ﻭﺍﻟﺴﺭﺩ ﺍﻟﺘﻜﺭﺍﺭﻱ ،ﻭﻜﺫﻟﻙ ﺘﺭﺍﻭﺡ ﺍﻟﺼﻴﻐﺔ ﻭﺍﻟﺭﺅﻴﺔ ﻓﻴﻬﺎ ﺒﻴﻥ
ﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﺴﺭﻭﺩ ﻭﺍﻟﺨﻁﺎﺏ ﺍﻟﻤﻨﻘﻭﻝ ،ﻭﺒﻴﻥ ﺍﻟﺭﺅﻴﺔ ﺍﻟﻤﺼﺎﺤﺒﺔ ﻭﺍﻟﺭﺅﻴﺔ ﻤﻥ ﺨﻠﻑ .ﻭﺘﻌﻜﺱ ﻫﺫﻩ

ﺍﻟﻤﺭﺍﻭﺤﺔ ﻓﻲ ﻅﻭﺍﻫﺭ ﺍﻟﺨﻁﺎﺏ ﺭﻏﺒﺔ ﺍﻟﺭﺍﻭﻱ ﻓﻲ ﺍﻹﻤﺴﺎﻙ ﺒﺯﻤﺎﻡ ﺍﻟﺤﻜﺎﻴﺔ ﻭﺍﻟﺴﺭﺩ ﻭﻴﻨﻡ ﻋﻥ
ﺴﻁﻭﺘﻪ ﻭﻋﻥ ﺩﻭﺭﻩ ﻓﻲ ﺍﻟﺘﺼﺭﻑ ﻓﻲ ﺍﻟﻤﺘﻥ ﺍﻟﺤﻜﺎﺌﻲ ﻭﺼﻭﻏﻪ ﻓﻲ ﺨﻁﺎﺏ ﻻ ﺸﻙ ﻓﻲ ﺃﻨﻪ ﻴﺴﻌﻰ

ﻤﻥ ﺨﻼﻟﻪ ﺇﻟﻰ ﺘﺤﻘﻴﻕ ﻤﻘﺎﺼﺩ ﻤﺤﺩﺩﺓ ﻭﻫﻲ ﻨﻔﻲ ﻓﻜﺭﺓ ﺨﻴﺎﻨﺔ ﺍﻟﻤﺭﺃﺓ ﻟﺠﻌﻝ ﺍﻟﻤﺘﻠﻘﻲ "ﺸﻬﺭﻴﺎﺭ"
ﻴﻌﺩﻝ ﻋﻥ ﻗﺭﺍﺭﻩ ﺒﻘﺘﻝ ﺍﻟﻨﺴﺎﺀ .ﻜﻤﺎ ﺘﻌﻜﺱ ﻫﺫﻩ ﺍﻟﻤﺭﺍﻭﺤﺔ ﺃﻥ ﺍﻟﺤﻜﺎﻴﺔ ﺃﺒﻌﺩ ﻤﺎﺘﻜﻭﻥ ﻋﻥ

ﺍﻻﺭﺘﺠﺎﻝ ،ﻭﺇﻨﻤﺎ ﺼﺎﻏﻬﺎ ﺭﺍ ٍﻭ ﺸﻌﺒﻲ ﻤﺒﺩﻉ ﻗﺩﻴﺭ ﻴﺅﻭﻝ ﺒﻨﺎ ﺍﻟﻘﻭﻝ ﺒﺴﻁﻭﺘﻪ ﻋﻠﻰ ﺍﻟﺨﻁﺎﺏ.
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ﻭﺍﻟﺩﺭﺍﺴﺎﺕ ،ﺭﺍﻡ ﺍﷲ ،ﻓﻠﺴﻁﻴﻥ.
 .3ﺍﻷﻋﺭﺠﻲ ،ﺤﻤﺯﺓ ،(2011) .ﺘﺎﺭﻴﺦ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﺩﺍﺭ ﺍﻟﻭﺭﺍﻕ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .4ﺒﺤﺭﺍﻭﻱ ،ﺤﺴﻥ ،(1990) .ﺒﻨﻴﺔ ﺍﻟﺸﻜﻝ ﺍﻟﺭﻭﺍﺌﻲ ،ﺍﻟﻤﺭﻜﺯ ﺍﻟﻌﺭﺒﻲ ﺍﻟﺜﻘﺎﻓﻲ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .5ﺒﻭﻁﻴﺏ ،ﻋﺒﺩ ﺍﻟﻌﺎﻟﻲ ،(1992) .ﻤﻔﻬﻭﻡ ﺍﻟﺭﺅﻴﺔ ﺍﻟﺴﺭﺩﻴﺔ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺭﻭﺍﺌﻲ ،ﻤﺠﻠﺔ ﺍﻟﻔﻜﺭ ﺍﻟﻌﺭﺒﻲ
ﺍﻟﻤﻌﺎﺼﺭ ،ﻉ  ،98/99ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .6ﺘﻭﺩﻭﺭﻭﻑ ،ﺘﺯﻓﺘﻴﺎﻥ ،(1990) .ﺍﻟﺸﻌﺭﻴﺔ ،ﺕ :ﺍﻟﻤﺒﺨﻭﺕ ﻭﺴﻼﻤﺔ ،ﻁ ،2ﺩﺍﺭ ﺘﻭﺒﻘﺎﻝ ،ﺍﻟﻤﻐﺭﺏ.
 .7ﺘﻭﺩﻭﺭﻭﻑ ،ﺘﺯﻓﺘﻴﺎﻥ ،(1992) .ﻤﻘﻭﻻﺕ ﺍﻟﺴﺭﺩ ﺍﻷﺩﺒﻲ ،ﺕ :ﺴﺤﺒﺎﻥ ﻭﺼﻔﺎﺀ ،ﻀﻤﻥ ﻜﺘﺎﺏ )ﻁﺭﺍﺌﻕ ﺘﺤﻠﻴﻝ
ﺍﻟﺴﺭﺩ ﺍﻷﺩﺒﻲ( ،ﻁ ،1ﻤﻨﺸﻭﺭﺍﺕ ﺍﺘﺤﺎﺩ ﻜﺘﺎﺏ ﺍﻟﻤﻐﺭﺏ ،ﺍﻟﻤﻐﺭﺏ.
 .8ﺠﻴﻨﻴﺕ ،ﺠﻴﺭﺍﺭ ،(1997) .ﺨﻁﺎﺏ ﺍﻟﺤﻜﺎﻴﺔ ،ﺕ :ﻤﻌﺘﺼﻡ ﻭﺁﺨﺭﻭﻥ ،ﻁ ،2ﺍﻟﻤﺠﻠﺱ ﺍﻷﻋﻠﻰ ﻟﻠﺜﻘﺎﻓﺔ ،ﺍﻟﻘﺎﻫﺭﺓ،
ﻤﺼﺭ.
 .9ﺯﻴﺘﻭﻨﻲ ،ﻟﻁﻴﻑ ،(2002) .ﻤﻌﺠﻡ ﻤﺼﻁﻠﺤﺎﺕ ﻨﻘﺩ ﺍﻟﺭﻭﺍﻴﺔ ،ﻁ ،1ﻤﻜﺘﺒﺔ ﻟﺒﻨﺎﻥ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .10ﺴﻌﺩ ،ﻓﺎﺭﻭﻕ ،(1962) .ﻤﻥ ﻭﺤﻲ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻁ ،1ﻡ) ،1ﺩ.ﻥ(.
 .11ﺍﻟﺸﺤﺎﺩ ،ﺃﺤﻤﺩ ﻤﺤﻤﺩ ،(1986) .ﺍﻟﻤﻼﻤﺢ ﺍﻟﺴﻴﺎﺴﻴﺔ ﻓﻲ ﺤﻜﺎﻴﺎﺕ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﺩﺍﺭ ﺍﻟﺸﺅﻭﻥ ﺍﻟﺜﻘﺎﻓﻴﺔ
ﺍﻟﻌﺎﻤﺔ ،ﺒﻐﺩﺍﺩ.
 .12ﺍﻟﺸﻜﻼﻨﻴﻭﻥ ﺍﻟﺭﻭﺱ ،ﺕ :ﺍﻟﺨﻁﻴﺏ ،ﺇﺒﺭﺍﻫﻴﻡ  ،(1982) .ﻁ ،1ﻤﺅﺴﺴﺔ ﺍﻷﺒﺤﺎﺙ ﺍﻟﻌﺭﺒﻴﺔ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .13ﺍﻟﺸﻭﻤﻠﻲ ،ﺩﺍﻭﺩ ﺴﻠﻤﺎﻥ ،(2000) .ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ﻭﺴﺤﺭ ﺍﻟﺴﺭﺩﻴﺔ ﺍﻟﻌﺭﺒﻴﺔ ،ﻤﻨﺸﻭﺭﺍﺕ ﺍﺘﺤﺎﺩ ﺍﻟﻜﺘﺎﺏ
ﺍﻟﻌﺭﺏ ،ﺩﻤﺸﻕ ،ﺴﻭﺭﻴﺎ.
 .14ﻁﺭﺸﻭﻨﺔ ،ﻤﺤﻤﻭﺩ ،(2005) .ﻤﺎﺌﺔ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻁ ،1ﻤﻨﺸﻭﺭﺍﺕ ﺍﻟﺠﻤﻝ ،ﺒﻐﺩﺍﺩ.
 .15ﻓﺎﺘﺢ ،ﻋﺒﺩ ﺍﻟﺴﻼﻡ ،(1999) .ﺍﻟﺤﻭﺍﺭ ﺍﻟﻘﺼﺼﻲ ،ﺘﻘﻨﻴﺎﺘﻪ ﻭﻋﻼﻗﺎﺘﻪ ﺍﻟﺴﺭﺩﻴﺔ ،ﻁ،1ﺍﻟﻤﺅﺴﺴﺔ ﺍﻟﻌﺭﺒﻴﺔ
ﻟﻠﺩﺭﺍﺴﺎﺕ ﻭﺍﻟﻨﺸﺭ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .16ﻗﺎﺴﻡ ،ﺴﻴﺯﺍ ،(1984) .ﺒﻨﺎﺀ ﺍﻟﺭﻭﺍﻴﺔ :ﺩﺭﺍﺴﺔ ﻤﻘﺎﺭﻨﺔ ﻟﺜﻼﺜﻴﺔ ﻨﺠﻴﺏ ﻤﺤﻔﻭﻅ ،ﻁ ،2ﺍﻟﻬﻴﺌﺔ ﺍﻟﻤﺼﺭﻴﺔ ﺍﻟﻌﺎﻤﺔ
ﻟﻠﻜﺘﺎﺏ ،ﺍﻟﻘﺎﻫﺭﺓ ،ﻤﺼﺭ.
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 .17ﺍﻟﻘﺎﻀﻲ ،ﻤﺤﻤﺩ ،(1997) .ﺘﺤﻠﻴﻝ ﺍﻟﻨﺹ ﺍﻟﺴﺭﺩﻱ ﺒﻴﻥ ﺍﻟﻨﻅﺭﻴﺔ ﻭﺍﻟﺘﻁﺒﻴﻕ ،ﺩﺍﺭ ﺍﻟﺠﻨﻭﺏ ﻟﻠﻨﺸﺭ ،ﺘﻭﻨﺱ.
 .18ﺍﻟﻘﻠﻤﺎﻭﻱ ،ﺴﻬﻴﺭ ،(2010) .ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻁ ،2ﺴﻠﺴﻠﺔ ﺫﺍﻜﺭﺓ ﺍﻟﻜﺘﺎﺏ ،ﺍﻟﻬﻴﺌﺔ ﺍﻟﻌﺎﻤﺔ ﻟﻘﺼﻭﺭ ﺍﻟﺜﻘﺎﻓﺔ،
ﺍﻟﻘﺎﻫﺭﺓ ،ﻤﺼﺭ.
 .19ﺍﻟﺤﻤﺩﺍﻨﻲ ،ﺤﻤﻴﺩ ،(1991) .ﺒﻨﻴﺔ ﺍﻟﻨﺹ ﺍﻟﺴﺭﺩﻱ ،ﻁ  ،1ﺍﻟﻤﺭﻜﺯ ﺍﻟﺜﻘﺎﻓﻲ ﺍﻟﻌﺭﺒﻲ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.
 .20ﻟﻌﻤﺎﻤﻲ ،ﻤﺤﻤﺩ ﻨﺠﻴﺏ ،(2011) .ﺍﻟﺫﺍﺘﻴﺔ ﻓﻲ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺴﺭﺩﻱ ،ﻜﻠﻴﺔ ﺍﻵﺩﺍﺏ ﺒﻤﻨﻭﺒﺔ ،ﺩﺍﺭ ﻤﺤﻤﺩ ﻋﻠﻲ
ﺍﻟﺤﺎﻤﻲ ،ﺘﻭﻨﺱ.
 .21ﻤﺒﺭﻭﻙ ،ﻤﺭﺍﺩ ﻋﺒﺩ ﺍﻟﺭﺤﻤﻥ ،(1998) .ﺒﻨﺎﺀ ﺍﻟﺯﻤﻥ ﻓﻲ ﺍﻟﺭﻭﺍﻴﺔ ﺍﻟﻤﻌﺎﺼﺭﺓ ،ﺍﻟﻬﻴﺌﺔ ﺍﻟﻤﺼﺭﻴﺔ ﺍﻟﻌﺎﻤﺔ
ﻟﻠﻜﺘﺎﺏ ،ﺍﻟﻘﺎﻫﺭﺓ ،ﻤﺼﺭ.
 .22ﺍﻟﻤﺭﺯﻭﻗﻲ ،ﺴﻤﻴﺭ ﻭ ﺸﺎﻜﺭ ،ﺠﻤﻴﻝ  ،(1986) .ﻤﺩﺨﻝ ﺇﻟﻰ ﺍﻟﻘﺼﺔ ،ﺩﺍﺭ ﺍﻟﺸﺅﻭﻥ ﺍﻟﺜﻘﺎﻓﻴﺔ ﺍﻟﻌﺎﻤﺔ ،ﺒﻐﺩﺍﺩ،
ﺍﻟﻌﺭﺍﻕ.
 .23ﻤﻨﺩﻭﻻ ،ﺃ.ﺃ ،(1997) .ﺍﻟﺯﻤﻥ ﻭﺍﻟﺭﻭﺍﻴﺔ ،ﺕ :ﺒﻜﺭ ﻋﺒﺎﺱ ،ﺩﺍﺭ ﺍﻟﺸﺭﻭﻕ ،ﻋﻤﺎﻥ ،ﺍﻷﺭﺩﻥ.
 .24ﺍﻟﻤﻭﺴﻭﻱ ،ﻤﺤﺴﻥ ﺠﺎﺴﻡ ،(2007) .ﻤﺠﺘﻤﻊ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﻁ ،1ﻤﺅﺴﺴﺔ ﺴﻠﻁﺎﻥ ﺒﻥ ﻋﻠﻲ ﺍﻟﻌﻭﻴﺱ
ﺍﻟﺜﻘﺎﻓﻴﺔ ،ﺍﻹﻤﺎﺭﺍﺕ ﺍﻟﻌﺭﺒﻴﺔ ﺍﻟﻤﺘﺤﺩﺓ – ﺩﺒﻲ.
 .25ﺍﻨﻅﺭ :ﻤﻭﻴﻘﻥ ،ﻤﺼﻁﻔﻰ ،(2005) .ﺒﻨﻴﺔ ﺍﻟﻤﺘﺨﻴﻝ ﻓﻲ ﻨﺹ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﺩﺍﺭ ﺍﻟﺤﻭﺍﺭ ﻟﻠﻨﺸﺭ ،ﺍﻟﻼﺫﻗﻴﺔ،
ﺴﻭﺭﻴﺎ.
 .26ﻴﻭﻨﺱ ،ﻤﺤﻤﺩ ﻋﺒﺩ ﺍﻟﺭﺤﻤﻥ ،(2007) .ﺍﻻﺴﺘﺒﺩﺍﺩ ﺍﻟﺴﻠﻁﻭﻱ ﻭﺍﻟﻔﺴﺎﺩ ﺍﻟﺠﻨﺴﻲ ﻓﻲ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،ﺍﻟﺩﺍﺭ
ﺍﻟﻌﺭﺒﻴﺔ ﻟﻠﻌﻠﻭﻡ ﻨﺎﺸﺭﻭﻥ ،ﺒﻴﺭﻭﺕ.
 .27ﻴﻘﻁﻴﻥ ،ﺴﻌﻴﺩ ،(1989) .ﺘﺤﻠﻴﻝ ﺍﻟﺨﻁﺎﺏ ﺍﻟﺭﻭﺍﺌﻲ ،ﺍﻟﻤﺭﻜﺯ ﺍﻟﺜﻘﺎﻓﻲ ﺍﻟﻌﺭﺒﻲ ،ﺒﻴﺭﻭﺕ ،ﻟﺒﻨﺎﻥ.

ﺍﻟﺭﺴﺎﺌﻝ ﺍﻟﺠﺎﻤﻌﻴﺔ:
 .1ﺒﻥ ﺠﺎﻤﻊ ،ﺴﻤﻴﺭﺓ ،(2010/2009) .ﺍﻟﻌﺠﺎﺌﺒﻲ ﻓﻲ ﺍﻟﻤﺨﻴﺎﻝ ﺍﻟﺴﺭﺩﻱ ﻓﻲ ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ" ،ﺭﺴﺎﻟﺔ ﻤﺎﺠﺴﺘﻴﺭ
ﻏﻴﺭ ﻤﻨﺸﻭﺭﺓ ،ﻜﻠﻴﺔ ﺍﻟﺩﺭﺍﺴﺎﺕ ﺍﻟﻌﻠﻴﺎ ،ﺠﺎﻤﻌﺔ ﺍﻟﺤﺎﺝ ﻟﺨﻀﺭ ،ﺒﺎﺘﻨﺔ ،ﺍﻟﺠﺯﺍﺌﺭ.
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ﻤﻠﺤﻕ

"ﺤﻜﺎﻴﺔ ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻤﻊ ﺍﻟﺸﺎﺏ ﺍﻟﺴﺎﺭﻕ"
"ﻭﻤﻤﺎ ﻴﺤﻜﻰ ﺃﻥ ﺨﺎﻟﺩ ﺒﻥ ﻋﺒﺩ ﺍﷲ ﺍﻟﻘﺴﺭﻱ ﻜﺎﻥ ﺃﻤﻴﺭ ﺍﻟﺒﺼﺭﺓ ،ﻓﺠﺎﺀ ﺇﻟﻴﻪ ﺠﻤﺎﻋﺔ

ﻤﺘﻌﻠﻘﻭﻥ ﺒﺸﺎﺏ ﺫﻱ ﺠﻤﺎﻝ ﺒﺎﻫﺭ ،ﻭﺃﺩﺏ ﻅﺎﻫﺭ ،ﻭﻋﻘﻝ ﻭﺍﻓﺭ ،ﻭﻫﻭ ﺤﺴﻥ ﺍﻟﺼﻭﺭﺓ ،ﻁﻴﺏ

ﺍﻟﺭﺍﺌﺤﺔ ،ﻭﻋﻠﻴﻪ ﺴﻜﻴﻨﺔ ﻭﻭﻗﺎﺭ .ﻓﻘﺩﻤﻭﻩ ﺇﻟﻰ ﺨﺎﻟﺩ ﻓﺴﺄﻟﻬﻡ ﻋﻥ ﻗﺼﺘﻪ ،ﻓﻘﺎﻟﻭﺍ :ﻫﺫﺍ ﻟﺹ ﺃﺼﺒﻨﺎﻩ

ﺍﻟﺒﺎﺭﺤﺔ ﻓﻲ ﻤﻨﺯﻟﻨﺎ.

ﻓﻨﻅﺭ ﺇﻟﻴﻪ ﺨﺎﻟﺩ ،ﻓﺄﻋﺠﺒﻪ ﺤﺴﻥ ﻫﻴﺌﺘﻪ ﻭﻨﻅﺎﻓﺘﻪ ،ﻓﻘﺎﻝ :ﺨﻠّﻭﺍ ﻋﻨﻪ ﺜﻡ ﺩﻨﺎ ﻤﻨﻪ ،ﻭﺴﺄﻟﻪ

ﻋﻥ ﻗﺼﺘﻪ ،ﻓﻘﺎﻝ :ﺇﻥ ﺍﻟﻘﻭﻡ ﺼﺎﺩﻗﻭﻥ ﻓﻴﻤﺎ ﻗﺎﻟﻭﻩ ،ﻭﺍﻷﻤﺭ ﻋﻠﻰ ﻤﺎ ﺫﻜﺭﻭﺍ ،ﻓﻘﺎﻝ ﻟﻪ ﺨﺎﻟﺩ :ﻤﺎ

ﺤﻤﻠﻙ ﻋﻠﻰ ﺫﻟﻙ ﻭﺃﻨﺕ ﻓﻲ ﻓﻲ ﻫﻴﺌﺔ ﺠﻤﻴﻠﺔ ،ﻭﺼﻭﺭﺓ ﺤﺴﻨﺔ؟ ﻗﺎﻝ :ﺤﻤﻠﻨﻲ ﻋﻠﻰ ﺫﻟﻙ ﺍﻟﻁﻤﻊ ﻓﻲ
ﺍﻟﺩﻨﻴﺎ ،ﻭﻗﻀﺎﺀ ﺍﷲ ﺴﺒﺤﺎﻨﻪ ﻭﺘﻌﺎﻟﻰ .ﻓﻘﺎﻝ ﻟﻪ ﺨﺎﻟﺩ :ﺜﻜﻠﺘﻙ ﺃﻤﻙ!! ﺃﻤﺎ ﻜﺎﻥ ﻟﻙ ﻓﻲ ﺠﻤﺎﻝ ﻭﺠﻬﻙ

ﻭﻜﻤﺎﻝ ﻋﻘﻠﻙ ﻭﺤﺴﻥ ﺃﺩﺒﻙ ﺯﺍﺠﺭ ﻴﺯﺠﺭﻙ ﻋﻥ ﺍﻟﺴﺭﻗﺔ؟ ﻗﺎﻝ :ﺩﻉ ﻋﻨﻙ ﻫﺫﺍ ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ،ﻭﺍﻤﺽ
ﺇﻟﻰ ﻤﺎ ﺃﻤﺭ ﺍﷲ ﺒﻪ ،ﻓﺫﻟﻙ ﻤﻤﺎ ﻜﺴﺒﺕ ﻴﺩﺍﻱ ،ﻭﻤﺎ ﺍﷲ ﺒﻅﻼﻡ ﻟﻠﻌﺒﻴﺩ.

ﻓﻨﻅﺭ ﺨﺎﻟﺩ ﺴﺎﻋﺔ ﻴﻔﻜﺭ ﻓﻲ ﺃﻤﺭ ﺍﻟﻔﺘﻰ ،ﺜﻡ ﺃﺩﻨﺎﻩ ﻤﻨﻪ ﻭﻗﺎﻝ ﻟﻪ :ﺇﻥ ﺍﻋﺘﺭﺍﻓﻙ ﻋﻠﻰ ﺭﺅﻭﺱ

ﺍﻷﺸﻬﺎﺩ ﻗﺩ ﺭﺍﺒﻨﻲ ،ﻭﻤﺎ ﺃﻅﻨﻙ ﺴﺎﺭﻗﺎ ،ﻭﻟﻌﻝ ﻟﻙ ﻗﺼﺔ ﻏﻴﺭ ﺍﻟﺴﺭﻗﺔ ،ﻓﺄﺨﺒﺭﻨﻲ ﺒﻬﺎ.

ﻗﺎﻝ :ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ﻻ ﻴﻘﻊ ﻓﻲ ﻨﻔﺴﻙ ﺸﻲﺀ ﺴﻭﻯ ﻤﺎ ﺍﻋﺘﺭﻓﺕ ﺒﻪ ﻋﻨﺩﻙ ،ﻭﻟﻴﺱ ﻟﻲ ﻗﺼﺔ ﺃﺸﺭﺤﻬﺎ

ﺇﻻ ﺃﻨﻲ ﺩﺨﻠﺕ ﺩﺍﺭ ﻫﺅﻻﺀ ﻓﺴﺭﻗﺕ ﻤﺎ ﺃﻤﻜﻨﻨﻲ ﻓﺄﺩﺭﻜﻭﻨﻲ ﻭﺃﺨﺫﻭﻩ ﻤﻨﻲ ﻭﺤﻤﻠﻭﻨﻲ ﺇﻟﻴﻙ.

ﺃﺤﺏ ﺃﻥ ﻴﻨﻅﺭ ﺇﻟﻰ ﻋﻘﻭﺒﺔ ﻓﻼﻥ ﺍﻟﻠﺹ
ﻓﺄﻤﺭ ﺨﺎﻟﺩ ﺒﺤﺒﺴﻪ ،ﻭﺃﻤﺭ ﻤﻨﺎﺩﻴﺎ ﻴﻨﺎﺩﻱ ﺒﺎﻟﺒﺼﺭﺓ ﺃﻻ ﻤﻥ ّ

ﻭﻗﻁﻊ ﻴﺩﻩ ﻓﻠﻴﺤﻀﺭ ﻤﻥ ﺍﻟﻐﺩﺍﺓ ﺇﻟﻰ ﺍﻟﻤﺤﻝ ﺍﻟﻔﻼﻨﻲ .ﻓﻠﻤﺎ ﺍﺴﺘﻘﺭ ﺍﻟﻔﺘﻰ ﻓﻲ ﺍﻟﺤﺒﺱ ،ﻭﻭﻀﻌﻭﺍ ﻓﻲ
ﺭﺠﻠﻴﻪ ﺍﻟﺤﺩﻴﺩ ،ﺘﻨﻔﺱ ﺍﻟﺼﻌﺩﺍﺀ ﻭﺃﻓﺎﺽ ﺍﻟﻌﺒﺭﺍﺕ ،ﻭﺃﻨﺸﺩ ﻫﺫﻩ ﺍﻷﺒﻴﺎﺕ:

ﻓﺴﻤﻊ ﺒﺫﻟﻙ ﺍﻟﻤﻭﻜﻠﻭﻥ ﺒﻪ ،ﻓﺄﺘﻭﺍ ﺨﺎﻟﺩﺍ ﻭﺃﺨﺒﺭﻭﻩ ﺒﻤﺎ ﺤﺼﻝ ﻤﻨﻪ .ﻓﻠﻤﺎ َﺠ ّﻥ ﺍﻟﻠﻴﻝ ﺃﻤﺭ
ﺒﺈﺤﻀﺎﺭﻩ ﻋﻨﺩﻩ .ﻓﻠﻤﺎ ﺤﻀﺭ ﺍﺴﺘﻨﻁﻘﻪ ﻓﺭﺁﻩ ﻋﺎﻗﻼ ﺃﺩﻴﺒﺎِ ،
ﻓﻁﻨﺎ ﻅﺭﻴﻔﺎ ﻟﺒﻴﺒﺎ ،ﻓﺄﻤﺭ ﻟﻪ ﺒﻁﻌﺎﻡ ،ﻓﺄﻜﻝ
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ﻭﺘﺤ ّﺩﺙ ﻤﻌﻪ ﺴﺎﻋﺔ ،ﺜﻡ ﻗﺎﻝ ﺨﺎﻟﺩ :ﻗﺩ ﻋﻠﻤﺕ ﺃﻥ ﻟﻙ ﻗﺼﺔ ﻏﻴﺭ ﺍﻟﺴﺭﻗﺔ ،ﻓﺈﺫﺍ ﻜﺎﻥ ﺍﻟﺼﺒﺎﺡ
ﻴﺩﺭﺃ ﻋﻨﻙ ﺤ ّﺩ
ﻭﺤﻀﺭ ﺍﻟﻨﺎﺱ ،ﻭﺤﻀﺭ ﺍﻟﻘﺎﻀﻲ ،ﻭﺴﺄﻟﻙ ﻋﻥ ﺍﻟﺴﺭﻗﺔ ﻓﺄﻨ ِﻜﺭﻫﺎ ،ﻭﺍﺫﻜﺭ ﻤﺎ َ

ﺍﻟﻘﻁﻊ ،ﻓﻘﺩ ﻗﺎﻝ  -ﺭﺴﻭﻝ ﺍﷲ ﺼﻠﻰ ﺍﷲ ﻋﻠﻴﻪ ﻭﺴﻠﻡ " :-ﺍﺩﺭﺀﻭﺍ ﺍﻟﺤﺩﻭﺩ ﺒﺎﻟﺸﺒﻬﺎﺕ" ﺜﻡ ﺃﻤﺭ ﺒﻪ

ﺇﻟﻰ ﺍﻟﺴﺠﻥ .ﻭﺃﺩﺭﻙ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺼﺒﺎﺡ ﻓﺴﻜﺘﺕ ﻋﻥ ﺍﻟﻜﻼﻡ ﺍﻟﻤﺒﺎﺡ.

ﻭﻓﻲ ﺍﻟﻠﻴﻠﺔ ﺍﻟﺴﺎﺩﺴﺔ ﻭﺍﻟﺜﻼﺜﻴﻥ ﺒﻌﺩ ﺍﻟﺜﻼﺜﻤﺎﺌﺔ ﻗﺎﻟﺕ" :ﺒﻠﻐﻨﻲ ﺃﻴﻬﺎ ﺍﻟﻤﻠﻙ ﺍﻟﺴﻌﻴﺩ ﺃﻥ ﺨﺎﻟﺩﺍ

ﺒﻌﺩ ﺃﻥ ﺘﺤﺩﺙ ﻤﻊ ﺍﻟﺸﺎﺏ ﺃﻤﺭ ﺒﻪ ﺇﻟﻰ ﺍﻟﺴﺠﻥ ﻓﻤﻜﺙ ﻓﻴﻪ ﻟﻴﻠﺘﻪ ،ﻓﻠﻤﺎ ﺃﺼﺒﺢ ﺍﻟﺼﺒﺎﺡ ﺤﻀﺭ ﺍﻟﻨﺎﺱ

ﻴﻨﻅﺭﻭﻥ ﻗﻁﻊ ﻴﺩ ﺍﻟﺸﺎﺏ ،ﻭﻟﻡ ﻴﺒﻕ ﺃﺤﺩ ﻓﻲ ﺍﻟﺒﺼﺭﺓ .ﺜﻡ ﺍﺴﺘﺩﻋﻰ ﺍﻟﻘﻀﺎﺓ ،ﻭﺃﻤﺭ ﺒﺈﺤﻀﺎﺭ ﺍﻟﻔﺘﻰ،

ﻓﺄﻗﺒﻝ ﻴﺤﺠﻝ ﻓﻲ ﻗﻴﻭﺩﻩ ،ﻭﻟﻡ ﻴﺭﻩ ﺃﺤﺩ ﻤﻥ ﺍﻟﻨﺎﺱ ﺇﻻ ﺒﻜﻰ ﻋﻠﻴﻪ ،ﻭﺍﺭﺘﻔﻌﺕ ﺃﺼﻭﺍﺕ ﺍﻟﻨﺴﺎﺀ
ﺒﺎﻟﻨﺤﻴﺏ ،ﻓﺄﻤﺭ ﺍﻟﻘﺎﻀﻲ ﺒﺘﺴﻜﻴﺕ ﺍﻟﻨﺴﺎﺀ ،ﺜﻡ ﻗﺎﻝ :ﺇﻥ ﻫﺅﻻﺀ ﺍﻟﻘﻭﻡ ﻴﺯﻋﻤﻭﻥ ﺃﻨﻙ ﺩﺨﻠﺕ ﺩﺍﺭﻫﻡ
ﻭﺴﺭﻗﺕ ﻤﺎﻟﻬﻡ ،ﻓﻠﻌﻠﻙ ﺴﺭﻗﺕ ﺩﻭﻥ ﺍﻟﻨﺼﺎﺏ ،ﻗﺎﻝ :ﺒﻝ ﺴﺭﻗﺕ ﻨﺼﺎﺒﺎ ﻜﺎﻤﻼ ،ﻗﺎﻝ :ﻟﻌﻠﻙ ﺸﺭﻴﻙ
ﺍﻟﻘﻭﻡ ﻓﻲ ﺸﻲﺀ ﻤﻨﻪ ،ﻗﺎﻝ :ﺒﻝ ﻫﻭ ﺠﻤﻴﻌﻪ ﻟﻬﻡ ،ﻻ ﺤﻕ ﻟﻲ ﻓﻴﻪ .ﻓﻐﻀﺏ ﺨﺎﻟﺩ ،ﻭﻗﺎﻡ ﺇﻟﻴﻪ ﺒﻨﻔﺴﻪ،

ﻭﻀﺭﺒﻪ ﻋﻠﻰ ﻭﺠﻬﻬﻪ ﺒﺎﻟﺴﻭﻁ ،ﻭﻗﺎﻝ ﻤﺘﻤﺜﻼ ﺒﻬﺫﺍ ﺍﻟﺒﻴﺕ:

ﻭﻴﺄﺒﻰ ﺍﷲ ﺇﻻ ﻤﺎ ﻴﺭﻴﺩ

ﻴﺭﻴﺩ ﺍﻟﻤﺭﺀ ﺃﻥ ﻴُﻌﻁﻰ ُﻤﻨﺎﻩ
ﺜﻡ ﺩﻋﺎ ﺒﺎﻟﺠﺯﺍﺭ ﻟﻴﻘﻁﻊ ﻴﺩﻩ ،ﻓﺤﻀﺭ ﻭﺃﺨﺭﺝ ﺍﻟﺴﻜﻴﻥ ،ﻭﻤ ّﺩ ﻴﺩﻩ ﻭﻭﻀﻊ ﻋﻠﻴﻬﺎ ﺍﻟﺴﻜﻴﻥ،

ﻓﺒﺎﺩﺭﺕ ﺠﺎﺭﻴﺔ ﻤﻥ ﻭﺴﻁ ﺍﻟﻨﺴﺎﺀ ﻋﻠﻴﻬﺎ ﺃﻁﻤﺎﺭ ﻭﺴﺨﺔ ،ﻓﺼﺭﺨﺕ ﻭﺭﻤﺕ ﻨﻔﺴﻬﺎ ﻋﻠﻴﻪ ،ﺜﻡ
ﺃﺴﻔﺭﺕ ﻋﻥ ﻭﺠﻪ ﻜﺄﻨﻪ ﺍﻟﻘﻤﺭ ،ﻭﺍﺭﺘﻔﻊ ﻓﻲ ﺍﻟﻨﺎﺱ ﻀﺠﺔ ﻋﻅﻴﻤﺔ ،ﻭﻜﺎﺩ ﺃﻥ ﻴﻘﻊ ﺒﺴﺒﺏ ﺫﻟﻙ ﻓﺘﻨﺔ

ﻁﺎﺌﺭﺓ ﺍﻟﺸﺭﺭ ،ﺜﻡ ﻨﺎﺩﺕ ﺘﻠﻙ ﺍﻟﺠﺎﺭﻴﺔ ﺒﺄﻋﻠﻰ ﺼﻭﺘﻬﺎ ،ﻨﺎﺸﺩﺘﻙ ﺍﷲ ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ﻻ ﺘُ َﻌﺠﻝ ﺒﺎﻟﻘﻁﻊ
ﺤﺘﻰ ﺘﻘﺭﺃ ﻫﺫﻩ ﺍﻟﺭﻗﻌﺔ ،ﺜﻡ ﺩﻓﻌﺕ ﺇﻟﻴﻪ ﺭﻗﻌﺔ ﻓﻔﺘﺤﻬﺎ ﺨﺎﻟﺩ ﻭﻗﺭﺃﻫﺎ ،ﻓﺈﺫﺍ ﻤﻜﺘﻭﺏ ﻓﻴﻬﺎ ﻫﺫﻩ ﺍﻷﺒﻴﺎﺕ:

ﺘﻨﺤﻰ ،ﻭﺍﻨﻔﺭﺩ ﻋﻥ ﺍﻟﻨﺎﺱ ﻭﺃﺤﻀﺭ ﺍﻟﻤﺭﺃﺓ ،ﺜﻡ ﺴﺄﻟﻬﺎ ﻋﻥ ﺍﻟﻘﺼﺔ،
ﻓﻠﻤﺎ ﻗﺭﺃ ﺨﺎﻟﺩ ﺍﻷﺒﻴﺎﺕ ّ

ﻓﺘﻭﺠﻪ ﺇﻟﻰ ﺃﻫﻠﻬﺎ،
ﻓﺄﺨﺒﺭﺘﻪ ﺒﺄﻥ ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﻋﺎﺸﻕ ﻟﻬﺎ ،ﻭﻫﻲ ﻋﺎﺸﻘﺔ ﻟﻪ ،ﻭﺇﻨﻤﺎ ﺃﺭﺍﺩ ﺯﻴﺎﺭﺘﻬﺎ
ّ
ﻭﺭﻤﻰ ﺤﺠﺭﺍ ﻓﺼﻌﺩﻭﺍ ﺇﻟﻴﻪ ،ﻓﻠﻤﺎ ﺃﺤﺱ ﺒﻬﻡ ﺠﻤﻊ ﻗُﻤﺎﺵ ﺍﻟﺒﻴﺕ ﻜﻠّﻪ ﻭﺃﺭﺍﻫﻡ ﺃﻨﻪ ﺴﺎﺭﻕ ،ﺴﺘﺭﺍ
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ﻋﻠﻰ ﻤﻌﺸﻭﻗﺘﻪ .ﻓﻠﻤﺎ ﺭﺃﻭﻩ ﻋﻠﻰ ﻫﺫﻩ ﺍﻟﺤﺎﻟﺔ ﺃﺨﺫﻭﻩ ،ﻭﻗﺎﻟﻭﺍ ﻫﺫﺍ ﺴﺎﺭﻕ ،ﻭﺃﺘﻭﺍ ﺒﻪ ﺇﻟﻴﻙ ،ﻓﺎﻋﺘﺭﻑ

ﺴﻌﻑ ﺒﻤﺭﺍﺩﻩ ،ﺜﻡ ﺍﺴﺘﺩﻋﻰ
ﺒﺎﻟﺴﺭﻗﺔ ﻟﻔﺭﻁ ﻤﺭﻭﺀﺘﻪ ،ﻭﻜﺭﻡ ﻨﻔﺴﻪ .ﻓﻘﺎﻝ ﺨﺎﻟﺩ :ﺇﻨﻪ ﻟﺨﻠﻴﻕ ﺒﺄﻥ ﻴُ َ
ﺸﻴﺦ ،ﺇﻨﺎ ﻜﻨﺎ ﻋﺯﻤﻨﺎ ﻋﻠﻰ
ﺍﻟﻔﺘﻰ ﺇﻟﻴﻪ ﻓﻘﺒّﻠﻪ ﺒﻴﻥ ﻋﻴﻨﻴﻪ ،ﻭﺃﻤﺭ ﺒﺈﺤﻀﺎﺭ ﺃﺒﻲ ﺍﻟﺠﺎﺭﻴﺔ ﻭﻗﺎﻝ ﻟﻪ :ﻴﺎ ُ
ﻭﺠﻝ – ﻗﺩ ﺤﻔﻅﻪ ﻤﻥ ﺫﻟﻙ ،ﻭﻗﺩ ﺃﻤﺭﺕ ﻟﻪ
ﻋﺯ ّ
ﺇﻨﻔﺎﺫ ﺍﻟﺤﻜﻡ ﻓﻲ ﻫﺫﺍ ﺍﻟﻔﺘﻰ ﺒﺎﻟﻘﻁﻊ ،ﻭﻟﻜﻥ ﺍﷲ ّ -

ﺒﻌﺸﺭﺓ ﺁﻻﻑ ﺩﺭﻫﻡ؛ ﻟﺒﺫﻟﻪ ﻴ َﺩﻩ ﺤﻔﻅﺎ ﻟﻌﺭﻀﻙ ﻭﻋﺭﺽ ﺒﻨﺘﻙ ﻭﺼﻴﺎﻨﺘﻜﻤﺎ ﻤﻥ ﺍﻟﻌﺎﺭ ،ﻭﻗﺩ ﺃﻤﺭﺕ

ﻻﺒﻨﺘﻙ ﺒﻌﺸﺭﺓ ﺁﻻﻑ ﺩﺭﻫﻡ ،ﺤﻴﺙ ﺃﺨﺒﺭﺘﻨﻲ ﺒﺤﻘﻴﻘﺔ ﺍﻷﻤﺭ ،ﻭﺃﻨﺎ ﺃﺴﺄﻟﻙ ﺃﻥ ﺘﺄﺫﻥ ﻟﻲ ﺒﺘﺯﻭﻴﺠﻬﺎ
ﻤﻨﻪ ،ﻓﻘﺎﻝ ﺍﻟﺸﻴﺦ :ﺃﻴﻬﺎ ﺍﻷﻤﻴﺭ ﻗﺩ ﺃﺫﻨﺕ ﻟﻙ ﻓﻲ ﺫﻟﻙ! ﻓﺤﻤﺩ ﺍﷲ ﺨﺎﻟﺩ ﻭﺃﺜﻨﻰ ﻋﻠﻴﻪ ،ﻭﺨﻁﺏ ُﺨﻁﺒﺔ

ﺤﺴﻨﺔ .ﻭﺃﺩﺭﻙ ﺸﻬﺭﺯﺍﺩ ﺍﻟﺼﺒﺎﺡ ،ﻓﺴﻜﺘﺕ ﻋﻥ ﺍﻟﻜﻼﻡ ﺍﻟﻤﺒﺎﺡ.

ﻭﻓﻲ ﺍﻟﻠﻴﻠﺔ ﺍﻟﺴﺎﺒﻌﺔ ﻭﺍﻟﺜﻼﺜﻴﻥ ﺒﻌﺩ ﺍﻟﺜﻼﺜﻤﺎﺌﺔ ﻗﺎﻟﺕ :ﺒﻠﻐﻨﻲ ﺃﻴﻬﺎ ﺍﻟﻤﻠﻙ ﺍﻟﺴﻌﻴﺩ ﺃﻥ ﺨﺎﻟﺩﴽ

ﺤﻤﺩ ﺍﷲ ﻭﺨﻁﺏ ﺨﻁﺒﺔ ﺤﺴﻨﺔ ﻭﻗﺎﻝ ﻟﻠﻔﺘﻰ :ﻗﺩ ﺯﻭﺠﺘﻙ ﻫﺫﻩ ﺍﻟﺠﺎﺭﻴﺔ ﻓﻼﻨﺔ ﺍﻟﺤﺎﻀﺭﺓ ﺒﺈﺫﻨﻬﺎ
ﻭﺭﻀﺎﻫﺎ ﻭﺇﺫﻥ ﺃﺒﻴﻬﺎ ﻋﻠﻰ ﻫﺫﺍ ﺍﻟﻤﺎﻝ ﻭﻗﺩﺭﻩ ﻋﺸﺭﺓ ﺁﻻﻑ ﺩﺭﻫﻡ .ﻓﻘﺎﻝ ﺍﻟﻔﺘﻰ :ﻗﺒﻠﺕ ﻤﻨﻙ ﻫﺫﺍ
ﺍﻟﺘﺯﻭﻴﺞ ،ﺜﻡ ﺇﻥ ﺨﺎﻟﺩﴽ ﺃﻤﺭ ﺒﺤﻤﻝ ﺍﻟﻤﺎﻝ ﺇﻟﻰ ﺩﺍﺭ ﺍﻟﻔﺘﻰ ﻤﺯﻓﻭﻓﴼ ﻓﻲ ﺍﻟﺼﻭﺍﻨﻲ ﻭﺍﻨﺼﺭﻑ ﺍﻟﻨﺎﺱ

ﻭﻫﻡ ﻤﺴﺭﻭﺭﻭﻥ ،ﻓﻤﺎ ﺭﺃﻴﺕ ﻴﻭﻤﴼ ﺃﻋﺠﺏ ﻤﻥ ﺫﻟﻙ ﺍﻟﻴﻭﻡ ﺃﻭﻟﻪ ﺒﻜﺎﺀ ﻭﺸﺭﻭﺭ ﻭﺁﺨﺭﻩ ﻓﺭﺡ

ﻭﺴﺭﻭﺭ".

)ﺃﻟﻑ ﻟﻴﻠﺔ ﻭﻟﻴﻠﺔ ،1981،ﺹ.(333 – 330
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